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Circumstances do not affect me. 
I create circumstances. 
-G. B. Shaw 
" 
I wish expressly to thank my advisor, 
Edward D. Thommen. 
"He showed us not how to hammer 
nails, but follow ideas.'' 
--Alan Schneider 
about A. M. Drummond 
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Dedicated to: 
Albert and Bertha Johnson 
"And he looked upon her with exceeding 
tenderness, for it was she who had first 
sought and believed in him when he had 
been but a day in their city." 
"You have been told also that life is dark-
ness, and in your weariness you echo what 
was said by the weary. 
And I say that life is indeed darkness 
save when there is urge, 
And all urge ~s blind save when there is 
knowledge, 
And all knowledge is vain save when 
there is work, 
And all work is empty save when there 
is love; 
And when you work with love you bind 
yourself to yourself, and to one another, 
and to God." 
--The Prophet 
For my Mother, Ruth---
"For whither thou goest, I will go, 
Thy people shall be my people 
and thy God my God:" 
--Ruth I: 16 
"But grace walketh in simplicity, 
abstaineth from all show of evil, 
sheltereth not herself under deceits, 
doeth all things purely for God's sake 
in whom also she finally resteth." 
--Imitation of Christ 
A MIDSUMMER KIGHT•S DREAM 
by William Shakespeare 
GRADUATE THESIS by PHILLIP DAVID ROBB 
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I. RESEARCH MATERIAL 
A. RENAISSANCE THEATRE 
A survey of Plays, Authors, 
Physical Theatres, and the 
Types of Productions in 
Italy, Spain, and principally 
England in the 17th Century. 
. . 1111 
" 
Sheldon Cheney would have us believe that 
the Renaissance produced no great theatre, but rather 
was merely a period in which the theatre reflowered 
into a semblance of its former self, thus laying the 
floor for the more important theatre of the coming age. 
Naturally Mr. Cheney is looking only at the Italian 
theatre and then not at the entire period of the Renais-
sance. Other authorities--Hughes, Freedley, MacGowan, 
Melnitz, and Nicoll--as well as myself disagree with 
him rather muchly. The theatre of the Italian Renais-
sance is as different from the theatre of the Middle 
Ages as the medieval theatre was different from the 
Greek and Roman. Oddly enough, while the renaissance 
theatre is trying, in a fit of scholarly devotion, to 
imitate the classic, it ends up a~ and almost modern 
thing. This period of drama is comparable only to the 
Greek Classical period--then only in that they both 
need superlatives. Each authority that one reads seems 
more exciting than the last. Consequently the Renais-
\ 
sance must be covered in a series of lengthy papers, 
or so briefly in one as I am attempting as to appear 
\ 
ridiculous to the scholar. Nowhere have I found such 
I 
I 
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a wealth of excellent material on any period in drama, 
nor have I consumed any period any more eagerly. Yet 
in the wake of the scholars, I am wordless. So I shall 
write as I have read, covering the whole scope of the 
theatre of the Renaissance in one sweep, when in reality 
one would give his soul to live these, the greatest 
moments of theatre the world has ever known. As Lincoln 
preserved the Union that Washington founded, wo the 
writers and theatricians of the Renaissance preserved 
the drama of a former day, yet as Lincoln gave a new 
hope to the Union, so the drama of the Renaissance was 
given a new scale of epic proportions. 
ITALY 
Strangely the new period began in comedy--the 
famous Commedia Dell' Arte in Italy. This fact is strange 
in that other great periods are rooted in tragedy, But 
the Italians drew on the classic tragedy. The two prin-
cipal concerns of the ~ari were love and amusing 
intrigue. The lovers were always balanced by the cranky 
old father or fathers, the comic or covetous servants. 
The old men were frequently cuckolded and occasionally 
were farcical lovers themselves. Mistaken identity, 
girls masquerading as men or vice versa, were favorite 
themes. Each actor had a repertoire of stock lines for 
n 
\I 
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each situation. Aside from freeing the theatre from 
the absurd artificiality of the beginning Italian 
literary drama, one of the most important achievements 
of the commedia dell' arte was the introduction of 
women onto the stage on equal (frequently more favorable) 
terms with men. Occasionally they appeared as themselves 
in the Middle Ages but the widespread use of them in 
female parts sprang out of Italian comedy. In France 
men appeared in old women's parts as late as Moliere; 
in England it was not until the Restoration in 1660 
that women were established as playing themselves. 
These wandering companies of actors who influenced the 
whole theatre world frequently contained only ten 
members, though twelve seems to have been the average. 
With carts of scenery, a portable stage for the country-
side or small town, many changes of costume, the 
inevitable masks which were an essential of each 
character, the musical instruments with which they made 
merry, these indomitable players brought the wit and 
comic genius of Italy to the whole of Europe. 
ITALIAN OPERA 
Peri wrote Dafne, the first opera of the world. 
From 1600 on the new art flourished and crossed 
country boundries. The first public opera house was 
;: 
:: 
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opened in Venice in 1637--the Teatro di San Cassiano. 
Opera was originally intended to be very "plastic" 
music to accompany Greek masterpieces, but in the first 
half century this plan was abandoned and comedy original 
to the Italians was substituted. Thus opera seria 
declined until the eighteenth century, and opera buffa 
replaced it. Germany was wild over the new form, which 
was enthusiastically received in France. However England 
only listened until Henry Purcell wrote what have been 
termed the first and last of great operas of England. 
Ballad opera has since been England's own contribution 
to opera--it continues in the famous Gilbert and Sullivan 
operas. So each country developed its native opera, but 
they all retained the Italian opera for pure enjoyment 
of the highest type. The Greek ghost suddenly became 
an Italian demon, and that demon continues to spit fire. 
Italy, the tomb of ancient theatrical art, became in the 
Renaissance, the cradle of the modern theatre. 
SPAIN 
While the theatre of Spain was as involved in 
the complexities of production as was the rest of Europe, 
its greatest playwright wrote against the mechanization 
of the theatre. Lope de Vega said, "Give me four 
trestles, four boards, two actors and a passion." Thus 
he produced great theatre without the use of the heavy 
~: 
mechanization that his contempories relied upon. Sheldon 
Cheney calls the Renaissance stage of Spain chivalrous. 
I think it shows variety as seldom seen outside of our 
own Victorian stage. Compared with many performances 
at court and in the streets, productions in the earlier 
theatres must have looked pitifully bare and simple, 
but what the audiences listened to was the most complex 
sort of entertainment ever given in a public playhouse. 
What with the prologue or loa, the paso, or entremes, 
and the play itself, a theatrical performance was as 
variegated as the public presentations of the auto 
sacramentales. First the musicians played. Then came 
the loa. It might be a simple monologue or a skit in 
verse spoken or sung by two or more of the cast. After 
that came the first act, but sometimes there was a paso 
between the prologue and the play itself, or else a song 
or dance. Between the first act and the second, and 
between the second act and the third, the audience enjoyed 
another paso or entremes. These entr 1 act diversions 
might be supplemented by players who sang while they 
danced. Finally one of these bailes ended the entire 
performance. The first playwright who wrote directly 
for the popular stage was Lope de Rueda. He founded 
the Spanish national theatre with his six prose and 
three verse plays. He was heavily influenced by the 
1 ~ 
Italian commedia dell' arte, though he invented the 
paso, Unfortunately Cervantes, the first notable 
playwright after Rueda, gave too much of his vitality 
to Don Quixote instead of to his thirty comedias and 
entremeses. These works seem dry and formal compared 
to the other two "greats" of the Spanish theatre--
Lope de Vega and Calderon. Lope de Vega shaped the 
comedia to its final form and gave it distinction, 
His output of plays was so great that Cervantes called 
him a "prodigy of nature," He is recorded with 1800 
comedias and over 400 autos, He was not interested 
in deep characterization, but while fecund, he seems 
to have maintained a high level of vigorous action and 
colorful romance, poetic effectiveness and rhetorical 
display. Calderon conquered both court and populace. 
He was knighted by Philip IV after he became director 
of the court performances. In his 200 comedias 
and autos, he borrows freely from de Vega and other 
playwrights, a theatrical habit of the Renaissance. The 
work of a truly religious man, his plays are distin-
guished by their high spiritual values, their sense of 
faith as well as their lofty poetic quality. 
ENGLAND 
In 1558 began the reign of the vain, red-headed, 
alert, niggardly, capable, scheming, brilliant, suspicious 
1 b 
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nationalist, Elizabeth, who loved the theatre if it 
cost her no money and who patronized the arts with a 
financial temperance that only the stingy can comprehend. 
Her name stands for England's glorious period in 
dramatic history which has never been equaled. Outside 
of Udall's Ralph Roister Doister and the famous 
Gammer Gurton's Needle of unknown authorship, which 
bear mentioning because they were the first nationalist 
theatre of England, I wish to cite three major important 
playwrights. Shakespeare I shall omit because I have 
included that background material elsewhere. The three 
I here briefly mention are Kyd, Marlowe, and Jonson. 
Thomas Kyd was, next to Marlowe, the greatest 
exponent of blood-and-thunder plays and bombastic 
tragedy of this period. His ~Spanish Tragedy was 
greatly admired by the crowds, if scorned by the few, and 
was frequently played. It was cruel, mysterious and 
intended to shock the sensibilities of his audience. 
Kyd understood theatrical limitations and made good use 
of his stage. His lost play the Ur-Hamlet is believed 
to be the original of Shakespeare's tragedy. He is 
said to have had a hand in writing the latter's Titus 
Andronicus; certainly its vigorous bombast suggests 
Kyd. Arden of Faversham, a fine domestic tragedy, is 
sometimes ascribed to him. Involved in the charges 
~· I' ., 
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of atheism against Marlowe, he was imprisoned and 
tortured. Upon his release he felt the disgrace so 
keenly that he died a year later. 
Christopher Marlowe, son of a Canterbury shoemaker, 
nevertheless a Cambridge man, was the only one of the 
broiling Elizabethans who could challenge Shakespeare 
on his own ground. From Tamburlaine the Great in 1587, 
produced in London before he had received his Master's 
degree from Cambridge, until his death six years later, 
he had written six tragedies (one unfinished) and an 
heroic poem, Hero and Leander. Marlowe's "mighty line" 
and glorious use of blank verse cover in part his 
imperfect characterization and love of the sound rather 
than the meaning of words. He began the development of 
heroic tragedy by rescuing it from the classic sameness 
of Seneca and restoring it to the grandeur of Aeschylus, 
Sophocles and Euripides. He was the first dramatist 
in more than fifteen hundred years to recognize their 
importance. He understood and valued the spirit which 
lay behind their writing and was not guilty of the slav-
ish and superficial imitation of it which makes 
previous European tragedy of so little literary impor-
tance. Tamburlaine depicts the rise of a young peasant 
lad to transcendent power by ruthless means which have 
been used before and since. It typifies the Elizabethan 
,. 
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desire for glory and advancement clothed in magnificent 
language. This youth tortures the Emperor and Empress 
until they kill themselves and he seizes the throne for 
himself. Though not the first tragedy in blank verse, 
it was the first written for a public theatre and was 
certainly a first in importance because Marlowe strained 
himself to prove that this form could be more effective 
than rhyme. The Faust legend is a prolific one in 
literature; it first appears in an anonymous unliterary 
German story version. This was followed by an English 
ballad probably based on the folk-book.which had crossed 
the channel. Marlowe took the bare bones of a plot in 
which a sensualist sells his soul for twenty-four 
years of earth~y bliss, and transformed it into a tragedy 
of intellectual desire reaching beyond the limits of 
the material mind (The Tragical History of Dr. Faustus). 
The version we possess is presumably incomplete and we 
are inclined to think it formless, but it is suited to 
imaginative staging. The brilliant, showy revival of 
Dr. Faustus made by John Houseman and Orson Welles in 
1937 for the Federal Theatre Project is a case in point. 
The play was extremely popular and continued to be 
performed up to the middle of the eighteenth century. 
Eventually it became a marionette show which was the 
form in which Goethe first became acquainted with it. 
1 9 
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His next play, The Jew of Malta, was structurally and 
poetically an advance over his first pieces, though 
the version we know is that of Thomas Heywood and 
leaves much to be desired. In this he created the 
avaracious Barabbas, a Jewish monster, who served Shake-
speare as a model for Shylock and gave Edward Alleyn 
a magnificent acting part when the play was produced 
by the Lord Admiral's Men. It was hugely popular in 
its day and had been acted thirty-six times by 1592. 
Probably his highest peak of creation came in Edward II. 
This play is frequently compared with King Richard II 
and King Richard III, and has usually been ranked above 
them; an opinion which, despite its attack in recent 
years, is probably still tenable. Certainly the infatu-
ations of Edward for Gaveston and the young Spenser 
(comparable to Richard II's weaknesses) brought about 
an alienation of the nobles (and in Marlowe's play, 
Queen Isabella who is considerably more of a person than 
the Queen in Shakespeare's drama), and finally his death. 
There are passages of great beauty in this play though 
it is rarely revived. It was performed in 1591. 
The Massacre of Paris was written about 1590 and is the 
poorest of his plays, representing a historically 
inaccurate picture of the struggle between the Due de 
Guise and the French Huguenots. Dido, Queen of Carthage, 
20 
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his final and unfinished play, was completed by Nashe; 
though some authorities, including John Gassner, assign 
this to an earlier period when he was still an under-
graduate at Cambridge, Marlowe's contribution to the 
English theatre was one of personality, passion and 
glorious poetry all too frequently marred by overstraining. 
His plots were weak, but his mastery of language makes 
one forgive all. Next to Shakespeare, he was the 
greatest tragic dramatist of England, 
Ben Jonson was born in and educated at Westminster. 
Through the generous interest of the scholar William 
Camden, who took him under his tutelage, he became one 
of the most learned men in England and eventually 
received honorary degrees from both Oxford and Cambridge. 
This evidently did not make him charitable towards 
others' deficiencies because/a~sparagingly refers to 
Shakespeare's "Small Latin and less Greek." His father 
having died before his birth, his mother married a 
bricklayer. When the boy grew up his stepfather pressed 
him into the business. Naturally enough the rare Ben 
didn't care for this work so he enlisted in the English 
army and fought with the Dutch Protestants against the 
Spanish. About 1592 he returned to London where he 
married and had a son, who lived only a few years, At 
this period Jonson led a generally bohemian and casually 
21 
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literary existence, acting in various plays for 
Henslowe 1 s company and doing an occasional play-doctoring 
job for the Lord Admiral's Men. However when his first 
original play was performed it was done by Burbage's 
company. Every Man In His Humour was a realistic comedy 
with no building up of heroic characters. It is in ess-
ence a middle-class drama which records the day by day 
happenings of a group of eccentrics in the Elizabethan 
world. The play holds up well, both in reading and in 
playing. He seems to have been mentally and physically 
quarrelsome. The latter quality led to a duel with 
Gabriel Spencer, a fellow actor, in which Spencer was 
killed. Jonson was imprisoned for a year and while 
confined he embraced Catholicism. To celebrate his 
release his next play, Every Man Out of His Humour, was 
produced in 1599. This was a grotesque caricature of 
all that he detested in London and two years later in 
1601 he satirized the nobility in Cynthia's Revels, and 
then involved himself in a war with his fellow theatre 
men. This would progress naturally out of his pre-
eminence in the literary circle which centered on the 
Mermaid Tavern, which has later emulations in the 
coffee house assemblages of Joseph Adrnson, Sir Richard 
Steele and Colley Cibber in early eighteenth century 
Queen Anne London; America and New York found a 
,, 
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latter-day renaissance in the celebrated Algonquin 
Round Table. If you gather "wits" together, especially 
hard drinking, passionate, quarrelsome Elizabethans, an 
explosion is bound to follow. It did and in a thorough 
fashion when John Marston painted an uncomplimentary 
portrait of Jonson in Histriomastix. Ben countered 
with Every Man Out of His Humour only to have Marston 
thrust back at him in Jack Drum's Entertainment, and 
Jonson answered with the before-mentioned Cynthia's 
Revels. Dekker was attacked as well in this piece; it 
might have been an ungrateful thrust at a former 
collaborator. Marston defended both Dekker and himself 
in What You Wil'l and Jonson responded with The Poetaster 
in which many think Shakespeare is praised under the name 
of Virgil, but Chambers doubts this. However Shakespeare 
seems to have taken up the cudgels for his friends, 
Marston and Dekker, as Jonson has been identified as 
Ajax in Troilus and Cressida. Dekker counter-attacked 
with Satiromastix. However, it all may have been a 
put-up job, a well-published feud of two good friends 
like the Walter Winchell and Ben Bernie of our own 
times. At any rate in 1604 Jonson and Marston collabo-
rated with Chapman on Eastward Ho, a first-rate comedy. 
Sejanus was a tragedy on the Roman model but is chiefly 
notable today for its expose of the methods of dictators 
'1 ;: 
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who are hostile to the human spirit. In this there 
seems to have been a covert reference to the disinte-
gration of Elizabeth's reign. His sardonic comedy 
Volpone was another delving into Italy and was set in 
Venice. In this play he had an excellent opportunity to 
satirize his world, cloaking it as he did with Italian 
and animal masks in his biting attack on human greed. 
Epicoene;or, The Silent Woman is a comedy of humor about 
Morose, a miserly man who abhors noise and even plans 
to marry a dumb wife. A bold boy in disguise is saddled 
on him by a scheming nephew; the boy talks so endlessly 
that Morose is glad to pay the nephew to call off the 
talkative "bride". The Alchemist is a sharp and 
satirical comedy about greed, that human failing and 
actual obsession that constantly troubled the reformer 
in Jonson. In an effort to establish his affinity 
with the classic writers, as became a learned man and 
scholar, he returned to the method of Sejanus in his 
next play Catiline, His ConsPiracy, but it was truly a 
failure. This perhaps prompted his return to satiric 
comedy in Bartholomew Fair which is gayer and funnier 
than most of his plays. By 1616 all of his important 
work was done, though he continued to write until his 
death in 1637. He issued the first folio of his plays 
in 1616, the year in which both Shakespeare and Beaumont 
died. It is perhaps unfair to dismiss completely this 
later work because it was then that he composed many 
masques that were performed in the Banqueting Hall of 
Whitehall under James I and Charles I. Quite aside 
from the dramatic merit of these masques, Jonson's 
position in the theatre was eminent. He was really the 
founder of a school of satiric writing and had more 
immediate influence than Shakespeare. By his bad dis-
position and generally quarrelsome nature he negated 
much positive good he might have done. He created in 
England a comedy of humors and his plays had a purging 
effect on his own country. He had little, in fact, he 
had no sympathy with Puritanism. Nor did he have any 
patience with the kind of corruption he found rampant. 
This was the kind of corruption that rarely excites 
puritans' revolt because their own movement is often 
tarred with it; that is, with avarice and provinciality. 
His wit and ever-wagging tongue dominated the Mermaid 
group and frequently his great dramatic merit is over-
looked in his bitter speech, though by his own admission 
he sought to gauge public taste, being unsuccessful at 
first, but ending up sufficiently well. 
STAGE AND THEATRE CONSTRUCTION 
Hollywood in all of its splendor of set perfection 
to the viewer's eye cannot compare with the elaborate 
settings found in the Renaissance theatres. Sets, 
particularly in the Italian theatre became so complex 
that often it required many more people than the cast 
to operate the machines. This arrived at a situation 
much like our unionized legitimate theatres today. 
For the first time in history set designers and stage hands 
became as important as the actor. Serlio was the first 
great Italian stage and theatre designer. He was 
followed by Jerome Bols, Scamozzi, Buontalenti, and 
Parigi. Costumers became of utmost importance in the 
Commedia dell' arte. The most outstanding was Callot. 
Gian Farina was also well recognized. Set design was 
highly developed in the classic theatre of Italy, but 
naturally was almost abandoned in the Commedia dell' arte. 
Theatre design remained elaborate in imitation of the 
Romans--though most Roman theatres were destroyed. They 
were still used as the basic design for present day 
theatres. Costumes became very standard among the 
members of the commedia dell' arte--so that audiences 
knew immediately every actor's role. Scenic design in 
France was much the same as in Italy. The one name of 
importance was Mahelot. This of course did not embrace 
the late seventeenth century when Moliere's theatre 
design influenced the whole country. This will be 
discussed later. Elizabethan England had, of course, a 
2 6 
rather crude theatre compared with the continent. One 
name is all predominant in the late sixteenth and early 
seventeenth centuries in England: Inigo Jones. This 
one man shaped the design of theatres not only for his 
own day, but, in reality, for all time. The boxed in 
stage that is so traditionally accepted in the theatre 
today was originally shaped by Jones. He designed 
the elaborate prosceniums for the settings of the ela-
borate court masques. It was the closing in of the the-
atre audience which led to lighting which became all 
important in the Reconstruction period. We would do 
a great injustice to the three greatest playwrights of 
Spain, England, and France if we did not mention that 
they wrote their plays for stages of an almost barren 
quality. Lope de Vega, Shakespeare, and Moliere wrote 
their time-honored masterworks for stages of utter 
simplicity or, as in Shakespeare 1 s case, for a multi-
leveled stage with no setting except the best of all 
sets--the imagination of the audience. Here we need 
great theatre, for without dependence on elaborate sets, 
the actor, director, and playwright must work together 
for great singleness of purpose--rapport between 
audience and stage. Thus in the midst of the greatest 
use of scenic design, some ofihe important playwrights 
of history used no scenery. 
n 
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From the common drama of the Italians through 
the highly imaginative theatre of Spain and England, 
we have followed the development of the theatre through 
the Renaissance, Sheldon Cheney states that no great 
·I 
' theatre originated in this period, but the whole ground-
work of today's theatre was laid, In the attempt at the 
classic the Renaissance performs a true renascence in 
theatre and produces something vital and new--new to 
the point of being contemporary with our theatre. 
Thus we have the elaborate scenery of the Italians, the 
clear concise, time-defying plays of Shakespeare, and 
the thought provoking plays of Jonson, Marlowe, Racine 
and Corneille all in one glorious package. How can any 
of us agree with Mr. Cheney that the period needs 
reservations? 
'! 
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I • RESEARCH MATERIAL 
B. SHAKESPEAREtS BIOGRAPHY 
Facts, Dates, and Related 
Events in the life of William 
Shakespeare, Stratford-on-Avon 
With some Chronology of the 
Playy and their Productions. 
BIOGRAPHY 
The only documentary evidence we possess which directly 
touches Shakespeare prior to his marriage is found in the 
register of the Church of the Holy Trinity, Stratford-on-
Avon, Warwickshire, which records the baptism of William, son 
of John Shakespeare, April 26, 1564. This evidence, taken 
in connection with the known date of his death (April 23, 
1616) and the tradition that he died on his birthday, has led 
to the acceptance of April 23 as the day of his birth. All 
else that is known of Shakespeare's childhood and education 
1s based purely upon inference and tradition. 
Of his father's life the records of Stratford supply 
us with considerable reliable information. John Shakespeare 
was born of good yeoman stock in Snitterfield, a village about 
four miles from Stratford. The first mention of his name in 
Stratford records is in April, 1552, when he paid a fine of 
twelvepence for permitting a heap of refuse to collect in 
front of his house. In 1557 he married Mary Arden who at 
the death of her father a few months before had come into 
possession of valuable farm property in Wilmcote, near 
Stratford. During the years immediately following his marriage 
i[ John Shakespeare became of increasing importance in the affairs 
" 'I 
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of Stratford, holding successively the offices of ale-taster, 
town councillor, affeerer (one who assessed fines), chamberlain, 
30 
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alderman, and finally, in 1568, high bailiff, the highest 
office within the gift of his townsmen. To John and Mary 
Shakespeare were born eight children, William being the 
' third child and the eldest son. Two daughters born before 
him died in infancy. Of the other children, all younger 
than William, Gilbert, Richard, Edmund, and Joan reached 
maturity. A daughter, Ann, died in 1579 at the age of eight, 
when William was fifteen years old. The house now known as 
i the poet's birthplace was probably one of two houses bought 
by John Shakespeare in 1575. After this purchase there 
follows a record of reverses, of borrowing money from his 
wife's relatives, of mortgaging in 1578 some of her Wilmcote 
property, and of the sale in 1579 of her property in Snitter-
i field. Late in the following year, however, John Shakespeare 
offered to pay off the mortgage. The offer was refused, and 
for some years thereafter he was involved in litigation. 
In September, 1586, he was deprived of his alderman's gown 
for failure to attend meetings, and at about the same time 
he was reported to local court as being without goods to 
satisfy a writ of distraint. By this time, however, William 
was twenty-two years old, married, and the father of three 
:I children. 
' I 
I 
In the Stratford documents John Shakespeare is variously 
,, 
il referred to as yeoman, glover, and whittawer(a tanner of 
'I 
~2 
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'i white leather). The tradition that he was a butcher dates 
!! 
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·: 
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" >I 
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from nearly a century after his death and is of very doubtful 
validity • It appears certain from the records that in spite 
of his reverses he received much consideration from his towns-
men and was generally liked for his genial disposition. The 
only description we have of him--one recorded more than a 
,' half-century after his death--refers to him as a "merry 
' 
,, cheekt old man that said Will was a good, honest fellow, 
but he durst have cract a jest with him at any time." That 
he was not iwthout ambition for his eldest son is evidenced 
by the fact that while bailiff of Stratford hernade application 
'i 
for a coat of arms, which request was, however, unsuccessful. 
From the records thus far summarized itappears that 
until William was twelve years old his parents were in excep-
tionally good circumstances; and the likelihood is that they 
were l.n no extremity until some time furing the litigation 
which followed the offer to pay off the mortgage inl580, 
when William was sixteen years old. Sine e there was an excel-
lent grammar school in Stratford in which Juhn Shakespeare's 
children were entitled to free tuition, it is fair to assume 
that William was sent thither at the customary age of six 
I or seven and kept there until he had completed the studies 
1 there taught, or until he was thirteen or fourteen years old. 
il p He would there have acquired a substantial knowledge of Latin 
II 
!i 
!· 
.-
,:and of several Latin authors, particularly of Ovid and Plautus. 
:i 
::On leaving school he 
'I 
would, like other boys, have entered at 
'i 
ionce upon his seven years' apprenticeship to a trade, in 
'I 
ithis instance, most likely, with his father. Being the eldest 
I child among six he would doubtless have shared with his mother 
'the responsibility for their care. How the death of his little 
,:sister Ann would have affected him, only those can surmise 
iwho in their youth have suffered a similar loss. If we 
'iconsider these things, however, together with the low state 
::of his father's fortunes and the unusual quality of his mind, 
:·:we can readily understand why he might seek companionship 
If 
' 
'!with people beyond his years. 
To regulate the workings of an ardent imagination, and 
':to control the effervescence of the passions in early life, 
:experience has uniformly taught us to consider as a task of 
' 
' 
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!great difficulty; and seldom, indeed, capable of being achieved 
' 
iwi thout the advice and direction of those, who, under the 
;guidance of similar admonition, have succesfully borne up 
I 
~against the numerous temptations to which human frailty is 
:subjected. That Shakespeare possessed powers of fancy greatly 
' 
ibeyond the common lot of humanity, and that with these lS 
' I
1
1
almost constantly connected a correspondent fervency of 
_temperament and passion, will not probably be denied; and if 
I 
it be recollected that the poet became the arbitrator of 
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his own conduct at the early age of eighteen, not much wonder 
will be excited, although he was a married man, and a father, 
if we have to record some juvenile irregularities. Tradition 
affirms, and the report has been repeated by Mr. Rowe, that 
he had the misfortune, shortly after his settlement in Stratford, 
to form an intimacy with some young men of thoughtless and 
dissipated character, who, among other illegalities, had been 
in the habit of deer-stealing, and by whom, more than once, 
he was induced, under the idea of a frolic, to join in their 
reprehensible practice. It is not particularly strange, 
1 
therefore, that in the next authentic record we have of him 
we find him on the point of marrying a woman seven and one-
half years his senior. 
This record exists in the form of a bond, given by 
two farmers of Shottery, a hamlet near Stratfor, November 28, 
1582, protecting the Bishop's court in case any lawful 
impediment should laterappear to invalidate the contemplated 
marriage of William Shakespeare to Anne Hathaway. This bond, 
it has been assumed, was given to hasten a marriage already 
too long delayed. By this means the ceremony could be 
performed after calling the banns but once instead of thrice 
as required by law. It appears, then, that the bond would 
,i serve to hasten the marriage by only two weeks. It is pointed 
!I 
" ' :1 out, however, by Professor J. Q. Adams, one of Shakespeare's 
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biographers, that the bond did actually operate to expedite 
the marriage by more than two months. Be that as it may, 
the fact remains that in the following May a daughter, 
Susanna, was born to William Shakespeare and his wife Anne. 
In this connection we should remember that the lovers followed 
the almost universal rule of consolidating their engagement 
by means of a precontract, which was legally recognized and 
which invalidated a subsequent union of either of the parties 
with anyone else. 
It seems probable that the young husband took his 
wife to his parents' home in Henley Street, where they lived 
until after the birth of their children Hamnet and Judith, 
twins, who were baptized February 2, 1585. From this time 
we have no authentic record of the poet until 1593, when we 
find him in London. The attempt to account for these extremely 
important years in Shakespeare's life and to get him to London 
in time to have him serve a stage apprenticeship before the 
appearance of his earliest plays (which practically all critics 
'now assign to 1590-91) has led to wide acceptance of certain 
traditions which reflect little credit of the private life 
of the poet. The assumption seems to have been that the man's 
personal character need not be too scrupulously guarded in 
the attempt to establish a theory to account for his work. 
One of these traditions, first recorded by Rowe in 1709 
(nearly a century after Shakespeare's death), has it that 
Shakespeare fled precipitately from Stratford for fear of 
prosecution by Sir Thomas Lucy for stealing deer from his 
park in Charlecote. The fact that it has been proved that 
there existed no Charlecote deer park in Shakespeare's day 
has not been sufficient to discredit the tradition. Another 
theory even more discreditable to the poet, and one without 
even the basis of tradition, is that Shakespeare, chafing 
under the disparity of years, abandoned his wife and children 
to the care of his father, about to be declared a bankrupt, 
andfled to London to seek his fortune. In support of this 
:i 
theory certain passages from Shakespeare's plays are cited. 
The answer to such a theory is that Shakespeare never 
abandoned Stratford, that he returned there repeatedly, that 
most of his investments had been made there, that he was 
known among his London friends as "William Shakespeare, of 
Stratford, gentleman," that the passages cited from his plays 
are purely conventional and without the slightest personal 
significance, and that there exists no evidence whatever to '' 
warrant the assumption that he was unhappy in his domestic 
!i 
,, 
' relations. Indeed it is not wholly improbable that his wife 
il may have accompanied him to London. A third theory, and that 
'I based on credibly testimony and the only one that prepares 
I us for his sudden success in London, is that for four or 
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five years, probably from 1584-85 to 1589, he was teaching 
a country school not far from Stratford. The evidence upon 
which this theory is based is a s follows: 
In the same company with Shakespeare in London was an 
actor named Christopher Beeston, who survived Shakespeare 
certainly more than twenty years. His son, William Beeston, 
was also an actor and a man of great intelligence and wide 
information. Dryden refers to him as the "chronicle of the 
stage." William Beeston died in 1682. Aubrey, Shakespeare's 
first biographer, who wrote between 1669 and 1696, quotes 
William Beeston as affirming, in contravention of Ben Jonson's 
statement that "Shakespeare had little Latin and less Greek," 
that "Shakespeare understood Latin pretty well" and that he 
had been "in his younger hears" a country schoolmaster. Now 
here is a significant stmement from a source worthy of credence. 
The probability that Shakespeare was near Stratford during 
these years is strengthened by the fact that we have a record 
! of a negotiation in 1587 in which the assent of William 
Shakespeare was necessary to secure a conveyance. It seems 
but natural to suppose that a young man with his known 
quality of mind would have been attracted to a calling in which 
he would have an opportunity for reading and study while 
providing at the same time for his wife and children. As a 
teacher he would certainly have taught Latin and the Latin 
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authors. When we bear in mind the fact that his first 
play, LOVE'S LABOUR'S LOST, strongly reflects the schoolmaste~ 
and that THE COMEDY OF ERRORS draws its plot from the 
MENAECHMI of Plautus, of which no English translation existed, 
it is fair to assume that while teaching he had already 
begun to feel the impulse to write, and that when he went to 
London he went with a definite purpose and not empty handed. 
There was one man in London whom Shakespeare would 
certmnly have known and early sought out, and that was 
Richard Field, the printer. In 1579 Field left Stratford, 
where his family and the Shakespeares were friends, for London, 
where he served his apprenticeship with one of the leading 
:i 
printers of the city. Later he rose to be esteemed the 
' best printer in all England. It would not be surprising to 
: learn some day that he had been influential in deciding 
Shakespeare to try his fortune in the city. At all events, 
it was Field who in 1593 published Shakespeare's first 
!i literary venture, VENUS AND ADONIS. This peom was dedicated 
to the Earl of Southampton and bore the name of William 
Shakespeare signed to the dedication. LUCRECE was published 
the following year by the same publisher and bore Shakespeare's 
name signed to a dedication to the same patron. These poems 
received instant and enthusiastic approval from men of letters 
and established Shakespeare's literary reputation. For it 
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should be borne in mind that mere "play-writing" was not 
regarded as a literary pursuit, and that although 
Shakespeare had already written several plays, they brought 
him no literary recognition. The publication of the poems, 
therefore, possibly at a hint from Field, revealed what 
would be called today a "splendid instinct for good publicity." 
For it is certain that he was already creating some stir 1n 
the theatrical world, as is evidenced by what follows. 
On September 3, 1592, Robert Greene, a well-known 
playwright, died, leaving to some of his fellow-dramatists an 
ill-natured injunction in which appears an obvious reference 
to Shakespeare: "There is an upstart Crow, beautified with 
our feathers, that with his ~~~heart wrapt in a player's 
hide supposes he is as well able to bumbast out a blanke 
verse as the best of you; and being an absolute Johannes 
factotum is, in his own conceit, the only Shake-scene in a 
country. II The reference to Shakespeare is obvious from 
1 the pun on his name. It is further confirmed, however, by 
the line "Tyger's heart," etc., which parodies a line found 
in the third part of HENRY VI: 
"Oh Tiger's heart wrapt in a woman's hide!" 
Now this play is published in the First Folio as one 
,I of Shakespeare's. It is, however, evidently a revamping of 
" 1i an old play, THE TRUE TRAGEDIE OF RICHARD DUKE OF YORK, in 
I 
l 
!I il 
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which the same line appears, and which was probably worked 
over by Shakespeare in collaboration with others. It appears, 
then, from this reference that Shakespeare had already won 
some distinction before 1592 both as an actor--the pun 
"Shake-scene" suggest that--and as a writer of plays. 
Shakespeare's work as a dramatist covers approximately 
a period of twenty years, during which time he wrote thirty-
;1 
seven plays besides the Sonnets and the poems aLready mentioned. 
It is nowMmost universally conceded that his first plays--
that is, the first written entirely by himself--are LOVE'S 
LABOUR'S LOST and THE COMEDY OF ERRORS. If, as we have 
i 
assumed, Shakespeare reached London at about twenty-five 
'I years of age with written material in his pocket, it is not 
difficult to imagine that with his "civil demeanor" and his 
incomparable mind he would have found ready admittance to 
any professional company of players. He doubtless associated 
' himself at once with a group of actors then known as the 
Earl of Pembroke's Medn, where he came under the influence 
of the greatest dramatist of the time, Christopher Marlowe. 
As a result of reverses suffered during the closing of the 
, theatres on account of the plague in 1592-93, the Pembroke's 
;I Men were thrown into bankruptcy. 
\ 
With the re-opening of the 
I 
I 
I [I 
H II 
1\ 
!I 
theatres in 1594, Shakespeare became associated with the 
newly re-organized Lord Chamberlain's Company, with which, 
'--==="~'=! === 
under changing names, he remained until his retirement 
from the stage. We know by the records that Shakespeare 
was soon in high repute as an actor, for his name appears 
along with that of Richard Burbage and William Kemp, respec-
tively the greatest tragedian and comedian of their time, as 
playing before the Queen on December 26 and 28, 1954, at 
Greenwich Palace. In 1599, at the building of the Globe 
theatre in Bankside, he became a shareholder of the company, 
and his income, already large, was greatly increased. On 
the accession of James, the name of the company was changed 
to that of the King's Players, which added still further to 
its prestige and likewise to its revenue. As a dramatist 
Shakespeare was at the height of his powers from 1601 to 
1608, within which period he wrote his four great tragedies, 
HAMLET, OTHELLO, KING LEAR, and MACBETH. In his last period 
he put forth some of his rarest thoughts in the romantic 
comedies of CYMBELINE, THE WINTER'S TALE, and THE TEMPEST. 
There is no doubt that during his entire professional 
life in the city his heart was in Stratford. He was a lover 
of the country, and like Falstaff, "'a babbled o 1 green fields" 
in all his plays. He was apparently at his home at the time 
of the death of his little boy Hamnet, who was buried in 
Stratford church August 11, 1596. In October of that year 
his father renewed his application for the grant of a coat 
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of arms, it is thought at Shakespeare's instigation. In 
1597 he purchased ''New Place," the largest house in Stratford, 
:: and in the years immediately following made many improve-
ments to both house and garden. On the death of his father 
in 1601, he inherited the two houses in Henley Street, one 
of which he gave rent free to his mother, who lived there 
until the time of her death in 1608. On June 5, 1607, his 
eldest daughter Susanna married Dr. John Hall, who later 
became distinguished in his profession. His youngest daughter, 
Judith, married a Thomas Quiney only a few weeks before her 
father's death. In January, 1616, Shakespeare had drawn for 
,, him a will, which, after many changes, he signed in March. p 
!I 
The greater part of his estate, including "New Place" where 
the Halls afterwards lived, was left to his daughter Susanna, 
,, 
:1 into whose care he committed his wife. On April 25, 1616, 
the poet was buried within the chancel of Trinity Church, 
Stratford, which has since become a shrine for the world. 
There is no evidence that Shakespeare made any provi-
sian for the publication of his plays, nor does there exist 
today a single manuscript that can be confidently assigned 
to him. Seven years after his death, however, two of his 
partners in the stage business, John Heminge and Henry Condell, 
collected Hswritings and set them forth in the First Folio. 
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I. RESEARCH MATERIAL 
C. THE TEXT 
THE HISTORY OF THE PLAY 
Dates, Facts, and Related 
Material to the First Quarto, 
First and Famous Performances 
of A MIDSUMMER NIGHT 1 S DREAM. 
~------· -· ·----- ___ ,_ 
.. 
•' 
ii 
11
.4 4 I 
• ,. ~=·"'~~ .•. d!= •=.~o•·c.•c.•c 
:i 
il 
!i li 
II 
!i THE TEXT :i il 
:l A MIDSUMMER NIGHT 1 S DREAM was lie en sed for printing 
:! 
•' 
.i on October 8, 1600, and was printed in the same year with 
·· the title: A Midsommer nights dreame. As it hath been sundry 
:i 
:1 times publickely..l!:,£te!L_by the Right honourabl!L.t...J2he Lord ~ i 
'I 
1i Chamberlaine his s eruants. 
il ij Imprinted at London, for Thomas Fisher, and are to be soul de 
Written b~lliam Shakespeare. 
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at his shoppe, at the Signe of the White Hart~ Fleetstreete. l 
H :j 
! 
ij 
:i 
il 
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1600. This lS known as the First Quarto. A Second Quarto 
"Printed by lames Roberts, 1600," is a pirated edition of 
;' the First Quarto, but is falsely dated and was really printed 
,! in 1619 The next printing of the play was in the First 
,i Folio, ~he collected edition of 1623. The text of the First 
:; 
,, 
•i Quarto has relatively few errors and corruptions. The copy 
~ i 
'! for the First Folio printing of the play appears to have 
ii 
,, been a corrected version of the Second Quarto, which may 
ii li have been used as a prompt copy for a revival of the play 
ii 
' in 1619. :l 
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HISTORY OF THE PLAY 
'i I! 
;; 
A MIDSUMMER NIGHT'S DREAM has had a long and interesting !i 
., 
ii stage history. How great was its popularity when Shakespeare's 
I company performed it in the playhouse, the records do not 
' ii il show, but the title page of the First Quarto, printed in 1600, 
i! 
;i declared that it had been "sundry times publickely acted." 
;• 
il In 1598, Francis Meres, a young preacher, in a volume called 
~~ PALLADIS TAMIA: WITS TREASURY, listed it among the comedies 
I i! for which Shakespeare was famed. We know of a performance 
'! 
II on Sunday, September 27, 1631, in the house of John Williams, 
'I i! 
'· 
,1 Bishop of Lincoln. The Puritans made an uproar because a 
' 
bishop had allowed a heathen play to be performed on his 
i 
:I premises on a Sunday. 
During the period after 1642 when the Puritans kept 
:j the theatres closed, a short skit, or droll as it was called, 
'I based on the artisans' parts appears to have been acted in 
:I 
,i private. This droll was printed in 1661, and again in 1672, 
:r as THE MERRY CONCEITED HUMORS OF BOTTOM THE WEAVER. It 
:I 
.: enjoyed considerable popularity andwas even performed in 
' d 
., 
il 
I 
I 
Germany. 
After the Re&oration of Charles II, A MIDSUMMER NIGHT'S 
DREAM was one of the Shakespearean plays that had a revival. 
Samuel Pepys saw it at the King's Theatre on September 29, 
t· 
:I 
ii 
II p 
1662, and commented in his DIARY that it was "the most insipid I! 
.. ,., 
.I 
li 
;; 
' :: 
ridiculous play that ever I saw in my life." In 1692 Henry 
Purcell, one of the great composers and musicians of the 
period, prepared an operatic version of the play with the 
,, 
title THE FAIRY QUEEN, which was produced at Dorset Garden. 
In 1716 Richard Leveridge, anothermusician, made a burlesque 
:i 
of Italian opera out of the artisans' portions of the play. 
This piece enjoyed considerable popularity as an afterpiece, I 
a comic bit performed at the end of any full-length play. In 
1723 Charles Johnson made an adaptation from AS YOU LIKE IT 
'called LOVE IN A FOREST and gilded the lily by adding in the 
'! 
! last act a portion of the Pyramus and Thisby episode from 
A MIDSUMMER NIGHT'S DREAM. Various other adaptations were 
seen during the eighteenth and early nineteenth centuries. 
David Garrick put on a version at Drury Lane that left out 
the artisans, who violated his sense of decorum and propriety. 
ii 
ii 
I' 
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While English performances were still being given in 
abbreviated and garbled versions, the great German Shakespearean', 
Ludwig Tieck in 1827 revived Shakespeare's true text for a 
performance in Berlin. For this performance, Mendelssohn 
composed music that has endured in popularity from that day 
! to this. From the mid-nineteenth century onward, the play i: ,, 
:! 
: ,, 
Los Angeles, Clifornia, in the Hollywood Bowl, that outdid 
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anything in the eighteenth century for pretentious nonsense. 
The hillside back of the Hollywood Bowl was strung with 
electric wires so that thousands of blue lights signifying 
fairies could glow and flicker at the proper time. Three 
hundred wedding guests carrying lighted flambeaux wound down 
from the hills to take part in the play. Reinhardt's motion-
picture version was planned on the same scale, and the 
poetry of Shakespeare was lost in a wilderness of stage 
effects. Despite such occasional deviations from good taste, 
most modern producuons have tried to retain the spirit of 
Shakespeare's theatre, and A MIDSUMMER NIGHT'S DREAM remains 
an important item in Shakespearean repertory theatres and is 
a frequent choice for amateur productions. 
I. RESEARCH MATERIAL 
D. BACKGROUND ON THE PLAY 
Poetry of the Play, Shakespeare's 
Verse, the Reality of the Character~, 
Mystery and Naturalness of Script, 
The Elizabethan Masque, A Midsummer 
Night 1 s Dream Transcends the Ma,sque, 
Sources of the Play, Construction of 
The Plot, and detailed Fairy Mythology. 
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I BACKGROUND ON THE PLAY ,, 
'I 
A MIDSUMMER NIGHT'S DREAM shines like ROMEO AND JULIET 
I' 
1.! in darkness, but shines merrily. Lysander, one of the two 
i; 
nonentities who are its heroes, complains at the beginning 
:I about the brevity of love 1 s course, and sums up his complaint 
'I 
:i with a line which would not be out of place in ROMEO AND 
II 
:: JULIET: 
:1 
'I 
I 
,i 
.I 
So quick br.ight things come to confusion. 
:1 This, however, is at the beginning. Bright things will come 
'I 
to clarity in a playful, sparkling night while fountains 
gush and spangled starlight betrays the presence in a wood 
!i 
., 
!i near Athens of magic persons who can girdle the earth in 
' 1 forty minutes and bring any cure for human woe. Nor will the 
woe to be cured have any power to elicit our anxiety. The 
four lovers whose situation resembles so closely the situa-
tion created in THE TWO GENTLEMEN OF VERONA will come nowhere 
near the seriousness of that predicament; they will remain to 
, the end four automatic creatures whose artificial and pretty 
)\ 
1 fate it is to fall in and out of love like dolls, and like 
" dolls they will go to sleep as soon as they are laid down. 
ii 
i'1 There will be no pretense that reason and love keep company, 
'!.!.II or that because they do not death lurks at the horizon. There 
'I 
11 is no death in A MIDSUMMER NIGHT'S DREAM, and the smiling 
,I II horizon is immeasurably remote. 
•I 
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'I I Robin Goodfellow ends the extravaganza with an li ,, 
il apology to the audience for the "weak and idle theme" with 
II which it has been entertained. And Theseus, in honor of 
'! whose marriage with Hippolyta the entire action is occurring, 
'I 
1i dismisses most of it as a fairy toy, or such an airy nothing 
i! 
ll 
'as some poet might give a local habitation and a name. But 
il !I Robin is wrong about the theme, and Theseus does not describe 
1i the kind of poet Shakespeare is. For the world of this play 
!I is both veri table and large. It is not the tiny toy-shop 
I., •.  that most such spectacles present, with quaint little people 
•,I scampering on dry little errands, and with small music 
:.:1 
,, squeaking somewhere a childish accompaniment. There is room 
'I 
lj here for mortals no less than forfuiries; both classes are 
I! I :, at home, both groups move freely in a wide world where indeed 
,, 
II they seem sometimes to have exchanged functions with one 
!I 
':I another. For these fairies do not sleep on flowers. Only 
i/ Hermia can remember lying upon faint primrose-beds and only 
!i 
il Bottom in the action as we have it ever dozes on pressed 
:j posies. The fairies themselves--Puck, Titania, Oberon--are 
I 
![ too busy for that, and too hard-minded. The vocabulary of 
ll Puck is the most vernacular in the play; he talks of beans 
il and crabs, dewlaps and ale, three-foot stools and sneezes. 
I And with the king and queen of fairy-land he has immense 
II 
:I 
:1 
spaces to travel. The three of them are citizens of all the 
______ ,.,._ .. ,-~,--_,..­
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universe there is, and as we listen to them the farthest 
!J portions of this 
" 
universe stretch out, distant and glittering, 
il 
:I 
ii 
![ 
I! 
like facets on a gem of infinite size. There is a specific 
geography, and the heavens are cold and high. 
li The business may be trivial, but the world is as big 
!I 
iJ and as real as any world we know. The promontory long ago; 
jj 
'i the rude sea that grew--not smooth, not gentle, not anything 
" qil pretty or poetical, but (the prosaic word is one of 
,, 
II 
II 
I 
!I 
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I 
Shakespeare's best) civil; the mermaid that is also a sea-
maid; the direction west; and the cold watery moon that rides 
so high above the earth--these are the signs of its bigness, 
!l and they are so clear that we shall respect the prowess 
il implied in Robin 1 s speed, nor shall we fail to be impressed 
! 
,! by the news that Oberon has just arrived from the farthest 
steep of India.(II,l) 
D~. Johnson and Hazlitt copied Addison in saying that 
if there could be persons like these they would act like this. 
Their tribute was to the naturalness of Shakespeare's super-
nature. Dryden's tribute to its charm: 
But Shakespeare's magic 
Within that circle none 
could not copied be; 
durst walk but he 
!I i' has an identical source: 
.I 
I' 
wonder that such things can be at 
il all, and be so genuine. The explanation is the size and the 
I li concreteness of Shakespeare 1 s setting. 
!i 
And the key to the 
JL,, - I ~~- --- ,_------
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structure of that setting is the watery moon to which Oberon 
so casually referred. 
The poetry of the play is dominated by the words moon 
and water. Theseus and Hippolyta carve the moon in our 
memory with the strong, fresh strokes of their opening 
dialogue. A MIDSUMMER NIGHT'S DREAM is drenched with dew 
when it is not saturated with rain. A film of water spreads 
over it, enhances and enlarges it miraculously. The fairy 
whom Robin hails as the second act opens wanders swifter than 
the moon's shpere through fire and flood. The moon, says 
Titania, is governess of floods, and in anger at Oberon's 
brawls has sucked up from the sea contagious fogs, made 
every river overflow, drowned the fields and rotted the green 
corn. Here in the west there has been a deluge, and every 
object still drips moisture. But even in the east there are 
waves and seas. The little changeling boy whom Titania will 
not surrender to Oberon is the son of a votTess on the other 
side of the earth. The jewels ffie promises Bottom will be 
fetched "from the deep." And Oberon is addicted to treading 
seaside groves. So by a kind of logic the mortals of the 
play continue to be washed with copious weeping. The roses 
in Hermia's cheeks fade fast "for want of rain" but rain will 
come. Demetrius "hails" and "showers" oaths on Helena, 
whose eyes are bathed with salt tears; and Hermia takes comfort 
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in the tempest of her eyes. 
When the moon weeps, says Titania to Bottom "weeps 
every little flower." The flowers of A MIDSUMMER NIGHT'S 
DREAM are not the warm, sweet, dry ones of Perdita's garden, 
or even the daytime ones with which Fidele 1 s brothers will 
strew her forest grave. They are the damp flowers that hide 
among ferns and drip with dew. A pearl is hung in every 
cowslip's ear; the little western flower which Puck is sent 
to fetch is rich with juice; and luscious woodbine canopies 
the bank of wild thyme where Titania sleeps--not on but "in" 
musk-roses and eglantine. Moon, water, and wet flowers con-
spire to extend the world of A MIDSUMMER NIGHT'S DREAM until 
it is as large as all imaginable life. That is why the play 
is both so natural and so mysterious. 
Nor do its regions fail to echo with an ample music. 
The mermaid on the promontory with her dulcet and harmonious 
breath sang distantly and long ago, but the world we walk in 
is filled with present sound. Bottom likes music too. 
"I have a reasonable good ear," he tells Titania. "Let's 
have the tongs and the bones." So does he take an interest 
in moonshine, if only among the pages of an almanac. "A 
calendar, a calendar!" he calls. "Find out moonshine, find 
out moonshine." When they find the moon, those Athenian 
mechanicals of whom he is king, it has in it what the cold 
---~--= 
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fairy moon cannot be conceived as having, the familiar man 
of folklore. Bottom and his fellows domesticate the moon, 
as they domesticate every other element of which Shakespeare 
has made poetry. And the final effect is parody. Bottom's 
amazed oration concerning his dream follows hard upon the 
lovers' discourse concerning dreams and delusions; but it 
is in prose,and the speaker is utterly literal when he 
pronounces that it will be called Bottom's dream because it 
hath no bottom. Nor is the story of Pyramus and Thisbe as 
the mechanics act it anyt,hing but a burlesque of ROMEO AND 
JULIET. 
Shakespeare has come, even this early, to the farthest 
limit of comedy. The end of comedy is self-parody, and its 
wisdom is self-understanding. Never again will he work 
without a full comprehension of the thing he is working at; 
of the probability that other and contrary things are of 
equal importance; of the certainty that his being a poet who 
can do anything he wants to do is not the only thing to be, 
or the best possible thing; of the axiom that the whole is 
greater than the part--the part in his instance being one 
play among many thinkable plays, or one man, himself, among 
the multitude that populate a world for whose size and variety 
he with such giant strides is reaching respect. Bottom and 
his friends have lived three centuries to good purpose, but 
5./i 
to no better purpose at any time than the one they first 
had--namely, in their sublime innocence, their earthbound, 
idiot openness and charity of soul, to bring it about that 
their creator should become not only the finest of poets but 
the one who makes the fewest claims for poetry. 
The play has the lilt and spirit of youth,and the 
romantic poetry has the freshness and fragrance of spring 
flowers. The time of its action is not midsummer, as the 
title might suggest, but about May Day, and the title merely 
alludes to the gay madness proverbially associated with the 
rites of Midsummer's Eve, or those of May Day, for that matter. 
The play is a fantasy of folklore and fairies, a medley of 
poetry, song, and dance, with vivid contrasts between the 
dainty folk in Titania's train and the "rude mechanicals" in 
Bottom 1 scompany. It has some of the qualities of the masque, 
a favorite form of light entertainment at court or at celebra-
tions in the houses of the nobility. 
Internal evidence indicates that Shakespeare wrote 
A MIDSUMMER NIGHT'S DREAM for the wedding of some great 
personage, but that personage's identity has escaped literary 
historians. Scholars have guessed that it might have been 
written for the wedding of William Stanley, Earl of Derby, 
and Elizabeth Vere, daughter of the Earl of Oxford, which 
took place in the presence of Queen Elizabeth at her palace 
ii 
at Greenwich on January 26, 1595. An elaborate compliment to 
the Queen in Act II, Scene 1, the "fair Vestal, throned by 
the West," suggests that she was present when the play was 
first presented. Since other references make 1595 seem a 
likely date for the production of the play, the Earl of Derby's 
wedding is at least a possible occasion. The masque was a 
favorite type of entertainment for such occasions, and DREAM 
is Shakespeare's nearest approach to that form of spectacle 
in which Ben Jonson became a master. 
In a book entitled THE COURT MASQUE, Miss Enid Welsford 
suggests the relations between regular drama and the masque: 
"The drama is a story with crisis and denouement; the 
masque is an invention moving upon a hinge, or , to put it 
another way, it is the logical working out of an idea which 
has to be taken for granted. The hinge of a masque was as 
a rule some riddling compliment of the sovereign, or an actual 
event, which was represented as taking place in Olympus or 
Arcadia, or as being so magnificent an affair that divinities 
were brought down to celebrate it" (p. 256). 
The masque was an elaborate show that emphasized spectacular 
elements, costume, and scenic devices rather than dramatic 
plot and poetry. Music, dancing, and pageantry were its 
concomitants. Normally it had allegorical figures--gods, 
goddesses, shepherds, shepherdesses, and other creatures of 
fancy beautifully costumed who sang, danced, and paraded 
before the guests. These creations had as foils a contrasting 
-.t=-c,·~c·---.,c · ,. ·-· ·- ---·· 
group known as the antimasque, who might be anything from 
satyrs to earthy yokels comically attired. 
The similarity of A MIDSUMMER NIGHT'S DREAM to the 
spirit of the masque is obvious, but as always in Shakespeare, 
his genius transcends conventions, and he writes a poetic 
drama instead of a stereotyped pageant. And with consummate 
skill he weaves three separate elements of the play together 
to give it unity. The main plot concerns the wedding of 
Theseus and Hippolyta and the love story of Lysander, Demetrius, 
Hermia, and Helena; to provide entertainment at the wedding, 
the Athenian artisans plan to give the play of Pyramus and 
Thisby. The story of the quarrel of Oberon and Titania and 
of the activities of the fairies parallels the main plot; 
but by making Puck the instrument for solving the problems 
of the earthly lovers and increasing the confusions and comedy 
of the artisans, the author brings the groups together in an 
organic whole. 
Although our main interest may be in the fairy passages 
and the burlesque humor of the artisans, A MIDSUMMER NIGHT'S 
DREAM is not merely an entertaining spectacle like any number 
of masques that endured for a night and long since have been 
forgotten. Shakespeare always provides a meaning and a signi-
ficance deeper than the surface ripples of mere entertainment. 
His plays are filled with commentary on life and love, and 
·-:::-:--.---
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in this play from his early period, he treats the whimsical 
and irresponsible aspects of love, the midsummer madness 
that has no explanation except the sudden whims of men and 
women or the deviltry of Robin Goodfellow. But Shakespeare 
contemplates these moods and qualities in no spirit of 
criticism or reproof. Love can make men. and women do many 
foolish things, but the author and his audience laugh gaily 
at such folly and accept it as the norm of life. "Lord, what 
fools these mortals be!" Puck exclaims, but, for all of that, 
mortals are rather charming beings, at least on this 
"wedding day at night," and neither Puck nor Shakespeare 
shows any desire to change them. Written for a happy occasion, 
the play touches lightly on problems of love and marriage 
that receive more profound treatment in ROMEO AND JULIET 
and later plays. 
As was suitable in an entertainment designed for a 
wedding, the play closes with an epithalamium as the fairies 
flit about doing good and making amends for any confusions 
they may have caused before. Oberon, now in full control of 
his own fairy household, gives orders: 
Now, until the greak of day, 
Through this house each fairy stray. 
To the best bride-bed will we, 
Which by us shall blessed be; 
And the issue there create 
Ever shall be fortunate. 
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And Puck, reformed and repentant after his gay trickeries, 
. comments: 
If we shadows have offended, 
Think but this, and all is mended--
That you have but slumb 1 red here 
While these visions did appear. 
Thus the play ends and the wedding guests troop home humming 
.. softly one of the fairy airs. 
In his treatment of the fairies, Shakespeare departed 
from traditional folklore to give them a benignity that they 
did not always possess. Shakespeare's age believed in witches, 
hobgoblins, and ghosts, and to the average countryman of 
Warwickshire fairies connoted devils and hobgoblins rather than 
the "little people." Though Shakespeare's Puck might be a 
·"shrewd and knavish sprite," playing tricks on housewives and 
night wanderers, he was not the terrifying Hobgoblin of 
popular fancy, and ever after Shakespeare he would have a 
disposition and a nature vastly improved. Indeed, Shakespeare's 
• imaginative concept of the fairies as dainty beings of gauze 
and gossamer influenced most of the fairy literature that 
came after him. 
The sources of A MIDSUMMER NIGHT'S DREAM are scattered 
·: and diverse, derived from reading here and there, and indeed 
in part from oral tradition. The love story of Theseus and 
H Hippolyta he may have remembered from Chaucer's KNIGHT'S TALE, 
:! 
'and he may have found facts about Theseus in Sir Thomas North's 
translation of PLUTARCH'S LIFES (1579). The tale of Pyramus 
and Thisby is in ovid's METAMORPHOSES and in Chaucer's 
LEGEND OF GOOD WOMEN. Various other bits and pieces in the 
play may have come from his desultory reading. A professional 
writer is likely to tuck away in his memory a wide variety 
of oddments that he will use at some later time. 
The fairy lore is both traditional and literary in its 
sources. Tales of goblins and sprites were common enough, and 
Shakespeare could have heardabout Robin Goodfellow from his 
hurse. Oberon, as king of the fairies, had already appeared 
in Spenser's FAERIE QUEENE and elsewhere. Robert Greene, in 
a play JAMES THE FOURTH (c. 159.), had employed Oberon as a 
character. 
For the artisans, Shakespeare drew on his own memory 
of yokels and craftsmen he had known at Stratford or had 
observed in the byways of London. Bottom, the weaver; 
Quince, the carpenter; Flute, the bellows-mender; and all the 
rest may have been domiciled in Athens but they are authenti-
cally English, and the humor is the robust humor that comes 
from intimate contact with simple folk. However closely 
people may live in cities, the countryman and small townsman 
usually acquire a more accurate understanding of the vagaries 
of human nature, and they almost always possess a keener 
capacity for observanon, than the city dweller. No city 
bO 
slicker could have created Bottom--or Falstaff. The humor 
of witty byplay and the wisecrack may emanate from urban 
sophisticates, but the humor that originates in the idiosyn-
crasies of human nature, particularly the earthy humor illus-
trated by the Bottoms and the Falstaffs, is likely to have 
its source in the mind of one who has observed closely the 
people who make up the populanon of the small town and the 
countryside. 
One thing is obvious in all of Shakespeare's work: he 
eschewed the ephemeral. That is only another way of saying 
that he wrote for the million. Suppose for an instant that 
this play was written for a special occasion. Why should we 
be uncertain of it? Why must we be content with conjecture? 
Because, writing even under such conditions, he insisted 
upon giving the play an eternal and universal, rather than a 
temporary and local, application. It is as fresh and appealing 
today as it was at the time it was written. 
And yet not quite so. Not so fresh as it would be 
had the lesson the play gives been heeded in the development 
of the drama's history. For to our thinking, the wonder of 
this play lies not in the fairies, not in the lovers, nor in 
the rude mechanicals, but in the way in which Shakespeare has 
manipulated these groups to one specific end, namely, to 
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demonstrate that nothing within the scope of the imagination 
is foreign to his art; that "the best in this kind are but 
shadows, and the worst are no worse, if imagination amend 
:: 
, them.'' We know little of the Elizabethan stage. We assume 
that it was crude. As compared with the modern stage there 
can be little doubt that it was unspeakably crude. And yet, 
with all our modern stage devices, few managers would venture 
a production of A MIDSUMMER NIGHT'S DREAM. Critics say that 
it cannot be acted. In the words of Hazli tt 1 "Poetry and 
the stage do not agree well together.'' 
But Shakespeare wrote this play to be acted, whether 
upon the stage of a public theatre or in a banquet hall makes 
little difference. The greater part of the play is to deal 
with fairies, and they must be represented by human beings, 
probably in broad daylight, with no other illusion than that 
created by his poetry. Suppose that he had advised with 
a stage manager on the matter. Would he not have been told 
that he was crazy? Would the public accept fairies and a 
fairy world played by the men of his company--not even the 
charm of a female figure--on that bare stage? Those rude 
Elizabethans? Such an attempt must be foredoomed to failure. 
Leave it to Shakespeare. The play opens. No fairies. 
li 
'I Instead, Theseus and Hippolyta, heroic figures of a mythical 
I I; 
II 
I 
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1i world, the man a giant and the woman an Amazon, played by 
~I 
' 1! the two largest members of the company. For in this instance 
i ~
·' 
'I 
!I 
Shakespeare might have used for this part of Hippolyta a 
il man who coule "speak small" instead of a boy. Then old 
! 
1
' Egeus, with his demand to exercise the power of life or death 
over his daughter, Hermia, unless she renounce her love for 
Lysander and choose Demetrius. Three days of grace offered 
to Hermia, to be followed by death or abjurement of the 
world if she refuses to comply with her father's wish. We are 
interested. This starts like tragedy. We forget that we 
came to see the fairies. The scene closes with the 
promise to take us into the woods to follow further the for-
tunes of these lovers. Now for the fairies. But no; enter 
Bottom, Quince, Snug, Flute, Snout, and Starveling, the 
Athenian mechanics. They are to produce a play--a most 
lamentable comedy, PYRAMUS AND THISBE. Can it be done? See 
the difficulties in the way. No man to play Pyramus but 
Bottom, and his chief humor for tyrant, whereas Pyramus is a 
lover. Flute has a beard coming and therefore would not play 
the woman. And what shall be done about the lion? Suppose 
': we should fright the ladies? Bottom's versatility and resource !i 
d 
·i save the day and they all withdraw under agreement to meet 
•I ,, 
li the following night for rehearsal "a mile without the town 
II li by moonlight." 
I, 
Thus ends the first Act. And now for the 
'• fairies. #c "'~""~" '"'='~' cc.·~- .... 
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But hold. There can be no moonlight tomorrow night. 
Did not Theseus distinctly tell us that it was yet four days 
,; till the new moon? And everybody knows that that means 
' 
'! 
,, tomorrow night will be dark, too dark for a dramatic rehearsal. 
' 
Why, this play can't go on. No moonlight!--What, shall we so 
soon assume the attitude of these simple mechanics at whose 
gross and palpable ignorance we have just roared with laughter? 
Are the men as well as the ladies utterly devoid of imagina-
tion? Is a play to be written after the manner in which Bottom 
weaves his cloth and offered to the public by the yard? or 
:: 
" 
'' as Snug, the joiner, builds his house, following the measure-
ments of his square? or as Starveling, the tailor, makes 
his suit, cutting exactly to the pattern? or after the 
methods of Snout, the tinker, stopping all leaks? and is it 
finally to have the breath of life blown into it by Francis 
Flute, the bellows-mender? Shall we ever again leanback 
when at a play and demand that the dramatist bring on his 
play built on the principles of the weaver, the joiner, the 
tailor, the tinker, and the bellows-mender? Or have we learned 
once and for all that the dramatist, when he works, counts of 
necessity upon the imagination of the audience to complement 
his play, and that without that imagination exercised to 
the limit there can be no better drama than that which the 
'i Athenian mechanics are about to produce? ii q 1-'.;;=: __ -~ --:'7-"-------::-':~-~~-;';'o_~:::~;::~ _·;;;:;';;:.'"--:-~--:"~- > -,·.~;,"=:--=;~7,;_-:-:-;···- -·'::·· .... 
And now, bring on your fairies. We shall accept them 
·' though they be six feet tall if you will clothe them in the 
delicate gossamer of the poetry. Nor shall we put the 
square and compass upon your work. Four days shall pass as 
'i a single night without our calling for a calendar. Nor shall 
'' we make the mistake, in discussing your play, of assuming 
that those who read it are so lacking in imagination that 
they could for a moment abide ha~g our rude hands thrust into 
the delicate web of the verse you here have woven. 
The DREAM, then, is the first play which exhibits 
the expressive imagination of Shakespeare in all its fervid 
and creative power; for though, as mentioned in Mere's 
catalogue, as having numerous scenes of continued rhyme, as 
being barren fable, and defective in strength of character, 
it may be pronounced the offspring of youth and inexperience, 
it will ever in point of fancy be considered as equal to any 
subsequent drama of the poet. 
There is, however, a light in which the best plays of 
Shakespeare should be viewed, which will, in fact, convert 
, the supposed defects of this exquisite sally of sportive 
•! 
~~ invention into positive excellence. A unity of feeling most 
II 
II 
' 'I remarkably pervades and regulates their entire structure, and 
'; of coalescence, in a very peculiar degree. It is, indeed, a 
fabric of the most buoyant and aerial texture, floating as 
it were between earth and heaven, and tinted with all the 
.i magic coloring of the rainbow, 
"The earth hath bubbles as till water has, 
And this is of them." 
In a piece thus constituted, where the imagery of the 
most wild and fantastic dream is actually embodied before our 
eyes, where the principal agency is carried on by beings 
lighter than the gossamer, and smaller than the cowslip's 
bell, whose elements are the moonbeams and the odoriferous 
atmosphere of flowers, and whose sport it is 
"To dance in ringlets to the whistling wind," 
it was necessary, in order to give a filmy and consistent 
legerity to every part of the play, that the human agents 
should partake of the same evanescent and visionary character; 
accordingly both the higher and lower personages of this 
drama are the subjects of illusion and enchantment, and love 
and amusement their sole occupation; the transient perplexi-
ties of thwarted passion, and the grotesque adventures of 
humorous folly, touched as they are with the tendrest or 
most frolic pencil, blending admirably with the wild, sportive, 
and romantic tone of the scenes where 
"Trip the light fairies and the dapper elves," 
.. and forming together a whole so variously yet so happily 
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interwoven, so racy and effervescent in its composition, of 
such exquisite levityand transparency, and glowing with such 
luxurious and phosphorescent splendor, as to be perfectly 
without a rival in dramatic literature. 
Nor is this piece, though, from the nature of its 
fable, unproductive of any strong character, without many 
pleasing discriminations of passion and feeling. Mr. Malone 
asks if "a single passion be agitated by the faint and 
childish solicitudes of Hermia and Demetrius, of Helena and 
Lysander, those shadows of each other?" Now, whatever may 
be thought of Demetrius and Lysander, the characters of 
Hermia and Helena are beautifully drawn, and finely contrasted, 
and in much of the dialogue which occurs between them, the 
chords both of love and pity are touched with the poet's 
wonted skill. In their interview in the wad, the contrariety 
of their dispositions is completely developed; Hermia is re-
presented as 
" ••• keen and shrewd: 
••• a vixen, when she went to shcool, 
And, though but little, fierce," 
and in her difference with her friend, threatens to scratch 
her eyes out with her nails, while Helena, meek, humble, and 
retired, sues for protection, and endeavours in the most 
gentle manner to deprecate her wrath: 
"I pray you, though you mock me, gentlemen, 
Let her not hurt me: I was never curst; 
I have no gift at all in shrewishness; 
I am a right maid for my cowardice; 
Let her not strike me." 
And in an earlier part of this scene, where Helena 
first suspects that her friend had conspired with Demetrius 
and Lysander to mock and deride her, nothing can more 
exquisitely paint her affectionate temper, and the heartfelt 
pangs of severing friendship, than the following lines, most 
touching in their appeal, an echo from the very bosom of 
nature itself: 
"Injurious Hermia! most ungrateful maid!--
Is all the counsel that we two have shar 1 d, 
The sister's vows, the hours that we have spent, 
When we have chid the hasty-footed time 
For parting us,--0, and is all forgot? 
All school-day's friendship, childhood innocence? 
We, Hermia, like two artificial gods, 
Have with our neelds created both one flower, 
Both on one sampler, sitting on one cushion, 
Both warbling of one song, both in one key; 
As if our hands; our sides, voices, and minds, 
Had been incorporate. So we grew together, 
Like to a double cherry, seeming parted; 
But yet a union in partition, 
Two lovely berries moulded in one stem: 
So, with two seeming bodies, but one heart:--
And will you rent our ancient love asunder, 
To join with men in scorning your poor friend? 
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Of the Fairy Mythology which constitutes the principal 
and most efficient part of this beautiful drama, it is the 
more necessary that we should take particular notice, as it 
forms not only a chief feature of the superstitions of the 
age, but was, in fact, re-modelled and improved by the genius 
of our poet. 
The utmost confusion has in general overshadowed this 
subject, from mixing the Oriental with the Gothic system of 
fabling, the voluptuous or monstrous Fairies of eastern and 
southern romance, with those of the popular superstition of 
the north of Europe; two races in all their features remarkably 
distinct, and productive of two very opposite styles both of 
imagery and literature. 
The poets and romance writers of Spain, Italy, and 
France, have evidently derived the imaginary beings whom they 
term Fairies, whether of the benignant or malignant species, 
from the mythology of Persia and Arabia. The channel for this 
stream of fiction was long open through the medium of the 
crusades, and the dominion of the Moors of Spain, more 
especially when the language of these invaders became, 
during the Middle Ages, the vehicle of science and general 
information. Hence we find the strongest affinity between 
the Peri and Dives of the Persians, and the two orders of 
the Genii of the Arabians, and the Fairies and Demons of the 
south of Europe. 
The Peri, oras the word would be prnounced in Arabic, 
the Fairi, of the Persians, are represented as females of the 
most exquisite beauty, uniformly kind and benevolent in their 
disposition, of the human form and size, and, though not limi-
ted to our transient existence, subject to death. They are 
supposed to inhabit a region of their own, to play in the 
plighted couds, to luxuriate in the hues of the rainbow, and 
to live upon the exhalations of the jessamine and the rose. 
Contrasted with these lovely essences, the Dives are 
described as males of the most hideous aspect and ferocious 
temper; in their stature, monstrous, deformed, and abominable; 
in their habits, wicked, cruel, and unrelenting. 
Very similar in their attributes, but with less beauty 
and brilliancy in the delineation of the amiable species, were 
the good and bad Genii of the Arabians; and, as in Persia, 
a Genistan, or Fairyland, was allotted to the benignant class. 
From these sources, then, is to be deduced that tone 
of fiction which pervades the romantic and poetical literature 
of the warmer European climates, especially in all that 
relates to the fair and beautiful of Oriental conception. 
The Fairies of Shakespeare have been truly denominated 
the favorite children of his romantic fancy, and perhaps, 
in no part of his works has he exhibited a more creative and 
visionary pencil, or a finer tone of enthusiasm, than in 
70 
·:: 
bodying forth "these airy nothings," and in giving them, in 
brighter and ever-durable tints, once more 
"A local habitation and a name." 
Of his unlimited sway over this delightful world 
of ideal forms, no stronger proof can be given, than that 
he has evoked from its bosom, an entire new cast of character 
beings, purposely omitting the darker shades of their char-
acter, and, while throwing round them a flood of light, 
playful, yet exquistely soft and tender, endowing them with 
the moral attributes of purity and benevolence. In fact, he 
not only dismisses altogether the fairies of~ malignant 
nature, but clothes the milder yet mixed tribe of his prede-
cessors with a more facinating sportiveness, and with a much 
larger share of unalloyed goodness. 
From the thirteenth to the close of the sixteenth 
century, the FAIRY MYTHOLOGY OF ENGLAND, bei~g derived from 
the same sources, and through the same mediums of the 
SCOTTISH SYSTEM, the outlines of both will be found very 
similar. Thus in GERVASE of Tilbury, in Chaucer, Lydgate, 
even with the exceptions of Spenser, down to R. Scot and 
Warner, whose "Albion's England" was printed, though not pub-
lished, in 1586 1 the same ideas of fairyland, the same infer-
nal origin, and variety of species, the same mischievous and 
terrific character, and occasionally the same frolic and 
capricious wantonness, as the property of one paticular 
genus, may be readily detected. But in 1593, then A MIDSUMMER 
NIGHT'S DREAM was presented to the public, nearly the whole 
of this Mythology whi¢h, as founded on the Scandick supersti-
tions, had been, though with a few modifications, so long 
prevalent both in England and Scotland, seems to have re-
ceived such vast additions fram the plastic imagination of 
our bard, as, though rebuilt on the traditions of the "olden 
time," justly to merit, by their novelty and poetic beauty, 
the title of the ENGLISH SYSTEM, in contradistinction to that 
which still lingers in the wilds of Scotland. 
Thus the fairy spirits of A MIDSUMMER NIGHT'S 
DREAM ar.e of the milder and gentler fancifulness. The dis-
tinction between the two species he has accurately marked 
where Puck, under some apprehension, observes to Oberon, 
that the night is waning fast, that Aurora's harbinger appears 
and that the "damned spirits all" are flitting to their beds. 
To which Oberon immediately replies,~-
''But we are spirits of another sort: 
I with the morning's love have oft made sport; 
And, like a forester, the groves may tread, 
Even till the eastern gate, all fiery red, 
Opening on Neptune with fair blessed beams, 
Turns into yellow gold his salt-green streams~ 
Of the originality of Shakespeare in the delinea-
tion o£ this tribe of spirits, or fairies, nothing more is 
required in proof, than a combination or grouping of the 
7'1. 
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Principal features; a picture which, when contrasted with the 
Scandick system and that which had been built upon it in 
England and Scotland previous to his own time, will suffi-
ciently show with what grace, amenity, and beauty, and with 
what an exuberant store of novel imagery, he has decorated 
these phantoms of the Gothic mythology. 
The King and Queen of the Faiery, who, in Chaucer, 
are identified with the Pluto and Proserpina of Hell, are, 
under the appellations of Oberon and Titania, drawn by 
Shakespeare in a very amiable and pleasing light; for, though 
jealous of each other, they are represented as usually employed 
in alleviating the distresses of the worthy and unfortunate. 
~heir benign influence, indeed, seems to have extended over 
the physical powers of nature; for Titania tells her Lora, 
that, in consquence of their jealous brawls, a strange dis-
temperature had seized the elements:--
"The spring, the summert 
The childing autumn, angry winter, change 
Their wonted liveries; and the 1mazed world, 
By their increase, now knows not which is which: 
And this same progeny of evils comes, 
From our debate, from our dissention; 
We are their parents and original." 
Oberon, or, more properly Auberon, has been derived 
by some authorities, from "l 1 aube du jour" ; and Mab his 
Queen from amabilis, so that lucidity and amiability, their 
characteristics, as delineated by Shakespeare, may be traced 
in their names. 
It appears even that the fairy-practice of purloin-
ing children, which, in every previous system of this mytho-
logy, had been carried on from malignant or self-interested 
motives, was in Titania the result of humanity and compassion: 
thus, when Oberon begs her " little changling boy" to by his 
henchman, she answers--
"Set your heart at rest, 
The fairy land buys not the child of me. 
His mother was a vot 1 ress of my order: 
And in the spiced Indian air, by night, 
Full often hath she gossip 1 d by my side; 
And sat on Neptune's yellow sands, 
Marking the embarked traders on the flood; 
When we have laugh 1d to see the sails conceive, 
And grow big-bellied, with the wanton wind: 
Which she with pretty and swimming gait, 
(Following her womb, than rich with my young squire) 
Would imitate; and sail upon the land, 
To fetch me trifles, and return again, 
As from a voyage, rich with merchandize. 
But she, being mortal, of that boy did die: 
And, for her sake, I do rear up her boy: 
And, for her sake, I will not part with him. 
The expression in this passage ''being mortal'' as 
applied to the changeling's mother, in contradistinction to 
the unchangeable state of the Fairies, 1s another decisive 
proof of the immortality of Shakespeare's elves; but when 
Ritson asserts, that the Fairies of the common people''were 
never esteemed otherwise,'' he has gone too far, at least if 
he means to include the people of Scotland; for Kirk expressly 
tells us that the Scottish Fairies are mortal: ~they are not 
" 
subject," he remarks, "to sore sicknesses, but dwindle and 
decay at a certain Period,all about ane[sic] Age;" and still 
more decidely has he remarked their destiny, in answer to 
the question, "at what Period of Time do they die?"--"They 
are," he replies, "of more refyn'd Bodies and Intellectualls 
then wee, and of far less heavy and corruptive Humours, 
(which cause a Dissolution) yet many of their Lives being 
dissonant to right Reason and their own Laws, and their Ve-
hicles not being wholly frie of Lust and Passion, especially 
of the more spirtuall and hautie Sins, they pass (after a 
long healthy Lyfe) into ane Orb and Receptacle fitted for 
their Degree, till they come under the general Cognizance 
of the last Day." [sic] 
Like the Lios-alfar or Bright Elves of the Goths, 
the Fairies of Shakespeare delighted in conferring blessings, 
in prospering the household, and in rendering the offspring 
of virtuous love, fortunate, fair, and free from blemish: 
thus the first fruit of the reunion of Oberon and Titania, 
is a benediction on the house of Theseus:--
"Now thou and I are new in amity; 
And will tomorrow night, solemnly, 
Dance in duke Theseus 1house triumphantly, 
And bless it to all fair posterity;" 
an intention which is carried into execution at the close of 
the play, where this kind and gentle race, entering the man-
sion at midnight--
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''Hand in hand, with fairy grace,''--
receive the following directions from their benevolent 
monarch:--
''Now, until the break of day, 
through this house each fairy stray. 
To the best bride-bed will we, 
Which by us shall blessed be; 
And the blots of nature's hand 
Shall not in their issue stand; 
Never mole, hare-lip, nor scar, 
Nor mark prodigious, such as are 
Despised 1n nativity, 
Every fairy take his gait; 
And each several chamber bless, 
Through this palace with sweet peace." 
The love of vittue, and abhorrance of sin, were, as 
attributes of the Fairies, in a great measure, if not 
altogether, the gifts of Shakespeare, at least if we regard 
their mythology at that time prevalent in Britain, whether 
I· we refer to the Scottish system, or to that which existed 
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familiarity with the picture is now such, ow1ng to the 
popularity of the original artist and the consequent 
number of his copyists on the same subject, that we assign 
it a date much anterior to its real source. 
If the moral and benevolent character of these children 
of fancy be, in a great degree, the creation of Shakespeare, 
the imagery which he has employed in describing their 
persons, manners, and occupations, will be deemed not less 
his peculiar offspring, nor inferior in beauty, novelty, 
and wildness of painting, to that which the magic of his 
pencil has diffused over every other part of his visionary 
world. Thus, in imparting to us an idea of the diminutive 
size of his Fairies, with what picturesque minutiae has he 
marked his sketch! Speaking of the altercation between 
Oberon and Titania, he mentions, as one of its results, that 
-----------"all their elves, for fear 
Creep into acorn cups, and hide them there:'' 
In accordance with this smallness of stature, are all their 
•' accompaniments and employments contrived, with the most 
! 
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admirable proportion and the most vivid imagination. Their 
;! dress tinted "green and white," is constructed of the "wings 
il 
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rear-mice," and their wrappers of the ''snake's enamelled 
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skin;" the pensioners of their queen are "the cowslips tall;" 
her lacquies, Pea blossom, Cobweb, Hath, and Hustard-seed; 
her lamps the green lustre of the glow-worm; and her 
equipage, one of the most exquisite pictures of frolic 
imagination, is thus minutely drawm: 
''0, then, I see queen Hab hath been with you. 
----------------------------------She comes 
In shape no bigger than an agate stone 
On the fore-finger of an alderman, 
Drawn with a team of little atomies:-
Her waggon-spokes made of long spinner's legs; 
The cover, of the wings of grasshoppers; 
The traces, of the smallest spider's web; 
The collars, of the moonshine's watry beams: 
Her whip, of cricket's bone; the lash, of film: 
Her waggoner, a small grey-coated gnat, 
Not half so big as a round little worm 
Prick'd from the lazy finger of a maid: 
Her chariot is an empty hazel nut, 
Haid by the joiner squirrel, or old grub, 
Time out of mind the fairies' coach-makers.'' 
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Of the various occupations and amusements assigned 
to the Fairies, the most constant which tradition has 
" preserved, has been that of dancing at midnight, hand in 
hand in a circle, a diversion common to every system of 
this mythology, but which Shakespeare perhaps first described 
with graphic precision. The Scenery selected for this 
sport, in which---
"To dance their ringlets to the whistling wind," 
was, we are told by Titania, 
-----''on hill, in dale, forest, or mead, 
By paved fountain, or by rushy brook, 
Or on the beached margent of the sea,'' 
and the light of the moon was a necessary adjunct to their 
festivity,---
"Ye elves --- --- you demy puppets, that 
By moon-shine do the green-sour ringlets make 
Whereof the ewe not bites." 
To preserve the freshness and verdure of these 
ringlets by supplying them with moisture, was one of the 
occupations of Titania's train: thus a fairy in her 
service is represented as telling Puck---
"I do wander every where, 
----·~~~ 
80 
Swifter than the moones sphere; 
And I serve the fairy queen 
To dew her orbs upon the green." 
The general amusements of the tribe, independent of 
their moonlight dance, are very impressively and 
characteristically enumerated in the subsequent lines:---
"Ye elves of hills, brooks, standing lakes, and 
groves; 
And ye, that on the sands with printless foot 
Do chase the ebbing Neptune, and do fly him, 
When he comes back;--and you, whose pastime 
Is to make midnight mushrooms; that rejoice 
To hear the solemn curfew." 
But the most astonishing display of the sportive 
and illimitable fancy of our poet on this subject, will be 
found in the ministration and offices ascribed to those 
Fairies who are employed about the person, or executing 
the mandates, of their Queen. It appears to have been 
the business of one of her retinue to attend to the 
,, 
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"In their gold coats spots you see; 
Those be rubies, fairy favours, 
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In those freckles live their savours: 
I must go seek some dew-drops here, 
And hang a pearl in every cowslip's ear." 
Another duty, not less important, was to lull their 
mistress asleep on the bosom of a violet or a musk-rose:-
"I know a bank whereon the wild thyme blows, 
Where ox-lips and the nodding niolet grows; 
Quite over-canopied with lush woodbine, 
With sweet musk-roses, and with eglantine: 
There sleeps Titania, some time of the night, 
Lull'd in these flowers with dances and delight." 
And again, with still greater wildness of imagination, but 
with the utmost propriety and adaptation of imagery, are 
they drawn in the performance of similar functions:-
"TITANIA. Come, now a roundel and a fairy song; 
Then, for the third part of a minute, hence; 
Some, to kill cankers in the musk-rose buds; 
Some, war with rear-mice for their leathern wings, 
To make my small elves coats; and some keep back 
The clamourous owl, that nightly hoots, and wonders 
At our quaint spirits: Sing me now asleep; 
Then to your offices, and let me rest." 
i.-~~- -
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The song is equally in characte~, as it forbids, in 
admirable adherence to poetical truth and consistency, the 
approach of every insect or reptile, that might be deemed 
likely to annoy the repose of such a delicate and diminutive 
being, while Philomel is invoked to add her delicious chaunt 
to the soothing melody of fairy voices:-
"l Fai. You spotted snakes, with double tongue, 
Thorny hedge-hogs, be not seen; 
Newts, and blindworms, do no wrong; 
Come not near our fairy queen: 
Chorus. 
Philomel, with melody, 
Sing in our sweet lullaby; 
Lulla, lulla, lullaby; lulla, lulla, lullaby: 
Never harm, nor spell nor charm, 
Come our lovely lady nigh; 
So, good night, with lullaby. 
2 Fai. Weaving spiders, co•e not here; 
Hence, you long-legg'd spinners, hence: 
Beetles black, approach not near; 
Worm, nor snail, do no offence. 
Chorus. 
I li 
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''I Philomel, with melody, &c. 
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l Fai. Hence, away; now all is well: 
One, aloof, stand sentinel. 
(Exeunt Fairies. Titania sleeps 
This scene, beautiful and appropriate as it is, is yet 
surpassed, in originality and playfulness of fancy, by the 
passage in which Titania gives directions to her attendants 
for their conduct to Bottom, to whom she had previously 
offered their assistance, promising that they should fetch 
him "jewels from the deep:"--
"Be kind and courteous to tlilis gentleman; 
Hop in his walks, and gambol in his eyes; 
Feed him with apricocks, and dewberries, 
With purple grapes, green figs, and mulberries; 
The honey-bags steal from the humble bees, 
And, for night tapers, crop their waxen thighs, 
And light them at the fiery glow-worms eyes, 
To have my love to bed, and to rise; 
And pluck the wings from painted butterflies, 
To fan the moon-beams from his sleeping eyes; 
Nod to him, elves, and do him courtesies." 
The working of Oberon's enchantment on Titania, who 
93 
:i q 
"straight-way lov'd an ass," and led him to "her close and 
consecrated bower,'' and the interview between Bottom, her 
fairy majesty, and her train, though connected with so many 
supernatural imaginings, have been transferred to the 
canvas by Fuseli with a felicity which has embodied the very 
thoughts of Shakespeare, and which may on this subject be 
said to have placed the genius of the painter almost on a 
level with that of the poet, so wonderfully has he fixed 
the illusive creations of his great original. 
To this detail of fairy occupation, must be added 
another feature, on which Shakespeare has particularly 
dwelt, namely, the attention of the tribe to cleanliness: 
Thus Puck, on entering the palace of Theseus, exclaims,-
"------------------------ Not a mouse 
Shall disturb this hallow'd house: 
I am sent, with broom, before, 
To sweep the dust behind the door:" 
and similar care and neatness are enjoined the elves who 
haunt the towers of Windsor:--
"------About, about; 
Search Windsor castle, elves, within and out: 
Strew good luck, ouphes, on every sacred room;--
eli 
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The several chairs of order look you scour 
With juice of balm, and every precious flower. 
No one could aspire to the favour and protection of the 
Fairies who was slovenly or personally impure; punishment, 
indeed, awaited all who thus offended; even the majesty of 
Mab herself condescended 
"To bake the elf-locks in foul sluttish hair;" 
and Cricket, the fairy, being sent on a mission to the 
chimnies of Windsor, receives the following injunction:* 
"Where fires thou find'st unraked, and hearths 
unswept, 
There pinch the maids as blue as bilberry: 
Our radiant queen hates sluts, and sluttery." 
In order to complete the picture of fairy superstition, 
as given us by Shakespeare, it remains to consider his 
description of Puck or Robin Good-fellow, the confidential 
servant of Oberon, an elf or incubus of a mixed and very 
:i peculiar character. This quaint, frolicksome, and often 
mischievous sprite, seems to have been compounded of the 
qualities ascribed by Gervase of Tilbury to his Goblin 
Grant, and to his Portuni, two species of Deamons whom he 
describes, both in name and character, as denizens of 
England; and of additional features and powers, the gift 
and creation of our bard. 
A large portion of these descriptions of the German 
writers, and of his countryman Gervase, Shakespeare would 
find in Reginald Scot, and from their union with the 
product of his own fancy, has arisen the Puck of a 
MIDSUMMER-NIGHT'S DREAM, a curious amalgamation of the 
fairy, the brownie, and the hob-goblin, whom Burton calls 
"a bigger kind of fairy." Scot's vocabulary of the fairy 
tribe is singularly copious, including not less than nine 
or ten appellations which have been bestowed, with more 
or less propriety, on this Proteus of the Gothic elves.--
"In our childhood," he observes, "our mother's maids have 
so terrified us with --Bull-beggers, spirits, urchens, elves, 
hags, fairies, satyrs, pans, faunes, sylens, kit with the 
' 
cansticke, dwarfes, imps, nymphes, changlings, incubus, 
Robin Good-fellow, the spoone, the mare, the man in the 
oke, the hell waine, the fier drake, the puckle Tom thombe, 
hob goblin, Tom tumbler, boneless, and such other bugs, 
:; 
'1'1 that we are afraid of our owne shad owes." 
ii 
It is remarkable, however, that the Puck of Shakespeare 
is introduced by a term not found in this catalogue:--
"Farewell, thou Lob of Spirits," says the fairy to him in 
their first interview,--a title which, as we shall perceive 
hereafter, could not be meant to imply, as Dr. Johnson 
~upposed, either inactivity of body or dullnes of mind, 
'·' 
for Puck was occasionally swifter than the wind, and 
notorious, as the immediately subsequent passage informs us, 
for his shrewdness and ingenuity:--
"Either I mistake your shape and making quite," 
says the fairy, after bestowing the above title, 
"Or else you are that shrewd and knavish sprite, 
an interrogatory to which he replies in the following terms:-
---------------------------"Thou speak'st aright; 
I am that merry wanderer of the night. 
I jest to Oberon, and make him smile, 
When I a fat and bean-fed horse beguile, 
Neighing in likeness of a filly-foal: 
And sometime lurk I in a gossip's bowl, 
In very likeness of a roasted crab; 
And, when she drinks, against her lips I bob, 
And on her wither'd dew-lap pour the ale. 
The wisest aunt, telling the saddest tale, 
Sometime for three-foot stool mistaketh me; 
i 
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Then slip I from her bum, down topples she, 
And tailor cries, and falls into a coug)H; 
And then the whole quire hold their hips and loffe; 
And waxen in their mirth, and neeze, and swear 
A merrier hour was never wasted there.'' 
The greater part of these frolics, indeed all but the 
last, may be traced in Gervase of Tilbury, and Scot: the 
"misleading night-wanderers," for instance, "laughing at 
their harm," and "neighing in likeness of a filly foal," 
feats which Puck afterwards thus again enumerates,--
"I'll follow you, I'll lead you about a round, 
Through bog, through bush, through brake, through 
brier, 
Sometime a horse I'll be, sometime a hound, 
A hog, a headless bear, sometime a fire; 
And neigh, and bark, and grunt, and roar, and 
llurn, 
Like hors~, hound, bear, fire, at every turn,"*-
are expressly attributed by Gervase to the goblins whom 
he has termed Grant and Portuni:--"Est in Anglia quoddam 
daemonum genus, quod suo idiomate Grant nominant adinstar 
pulli equini anniculi, tibiis erectum oculis scintillantibus, 
', 
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&x.--Cum--inter ambiguas noctis tenebras Angli solitarii 
quandogue equitant, Portunus nonnunquam invisus equitanti 
sese copulat, et cum diutius comitatur euntem, tandem loris 
arreptis equum in latum ad manum ducit, in quo dum infixos 
volutatur, portunus exiens cachinnum facit, et sic hujuscemodi 
ludibrio humanam simplicitatem deridet." 
The domestic offices and drudgery which Puck delighted 
to perform for his favourites, are mentioned by Lavaterus 
as belonging to his Fairies of the Earth; by Agricola to 
his Cobali and Guteli, and by Scot to his Incubi and 
Virunculi. Thus the first of these writers observes, in 
the words of the English translation of 1572, that ''men 
imagine there be certayne elves or fairies of the earth, 
and tell •any straunge and marvellous tales of them, which 
they have heard of their grandmothers and mothers, howe 
they have appeared unto those of the house, have done 
service, have rocked the cradell, and (which is a signe of 
good luck) do continually tary in the house; and he 
subsequently gives us from Agricola the following passage:-
"There be some (demons) very mild and gentle, whome some 
of the Germans call Cobali, as the Grecians do, because 
they be as it were apes and counterfeiters of men: for 
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they leaping, and skipping for joy do laughe, and saeme as 
though they did many things, when in very daede they doo 
nothing.--Some other call them Elves;--they are not much 
unlike unto those whom the Germans call Guteli, bycause 
they saeme to beare good affection towards men, for they 
keepe horses, and do other necessary businesse." 
The resemblance which these descriptions bear to the 
Brownie of the Scotch and the Puck of Shakespeare are very 
evident: but the combination and similitude are rendered 
still more apparent in the words of Scot; the "Virunculi 
terrei," says he, , "are such as was Robin good fell owe, 
that would supplie the office of servants, speciallie of 
maids; as to make a fier in the morning, sweepe the house, 
grind mustard and malt, drawe water, &C;"m and speaking 
of the Incubus, he adds:--"In deede your grandams were 
wont to set a boll of milke before him and his cousine 
Robin goad-fellow, for grinding of malt or mustard, and 
sweeping the house at midnight: and you have also heard 
that he would chafe exceedingly, if the maid or good-wife 
of the house, having compassiom on his nakednesse, laid 
anie clothes for him, besides hiss messe of white bread 
and milke, which was his standing fee. For in that case 
he saith; What have we here? Hemten, hamten, hece will 
I never more tread nor stampen." 
The lines in italics point out one of the most 
characteristic features of the Brownie, while the preceding 
parts, and the last word of the quotation, are in unison, 
both with the passages just transcribed from our poet, and 
" with that expression of Puck, where, describing to Oberon 
the terror and dispersion of the rustic comedians, he says-
"And, at our stamp, here o'er and o'er one falls." 
It may be also remarked, that the idea of fixing "an 
ass's nowl" on Bottom's head, is most probably taken from 
Scot, who gives us a very curious receipt for this 
singular metamorphosis. 
"Cut off the head of a horse or an asse (before they be 
dead), otherwise the vertue or strength thereof will be 
the lesse effectual!, and make an earthen vessell of fit 
capacitie to conteine the same, and let it be filled with 
the oile and fat thereof; cover it close, and dawbe it over 
with lome: let it boile over a soft fier three daies 
il continuallie, that the flesh boiled may run into oile, so as 
'! 
the bare bones may be seene: beate the haire into powder, and 
mingle the same with the oile; and annoint the heads of the 
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standers by, and they shalle seeme to have horsses or asses 
heads." Discoverie of Witchcraft, 1584, p. 315 
So far, then, the Puck of Shakespeare is in conformity 
with the tales of tradition, and of preceding writers; he 
is the "Goblin fear'd in field and town," who loves all 
things best "that befall preposterously," and who, even 
when the poet wrote, had not ceased to excite apprehension; 
for Scot has told us, nine yaars before the era of a 
MIDSUMMER~NIGHT'S DREAM, that Robin Good-fellow ceases now 
to be much feared. 
But to these traits of customary character, Shakespeare 
has added some which greatly modify the picture, and which 
have united to the "drudging goblin," and to the demon of 
mischievous frolic, duties and functions of a very 
different cast. He is the messenger, and trusty servant of 
the fairy king, by whom, in these capacities, he is called 
gentle and good, and he combines with all his hereditary 
attributes, the speed, the legerity, and the intellectual 
skill of the highest order of the fairy world. Accordingly 
when Oberon says--
''Fetch me this herb: and be thou here again, 
Ere the leviathan can swim a league;" 
., 
. 
he replies, 
"I'll put a girdle round about the earth 
In forty minutes;" 
and again, on receiving commission from the same quarter:-
"Obe. About the wood go swifter than the wind: 
Puck. I go, I go; look, how I go; 
Swifter than arrow from the Tartar's bow." 
Upon the whole we may be allowed, from the preceding 
dissettation, to consider the following series of 
circumstances as entitled to the appellation of facts: 
namely, that the patria of our popular system of fairy 
mythology, was the Scandinavian Peninsula; that, on its 
admission into England, it gradually underwent various 
modifications through the influence of Christianity, the 
introduction of classical associations, and the prevalence 
of feudal manners; but that, ultimately, two systems became 
established; one in Scotland, founded on the wild and more 
terrific parts of the Gothic mythology, and the other in 
England, built, indeed, on the same system, but from a 
selection of its milder fe~tures, and converted by the 
genius of Shakespeare into one of the most lovely creations 
of a sportive imagination. Such, in fact, has been the 
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success of our bard in expanding and coloring the germs of 
Gothic fairyism; in assigning to its tiny agent, new 
attributes and powers; and in clothing their ministration 
with the most light and exquisite imagery, that his portraits, 
in all their essential parts, have descended to us as 
indissolubly connected with, and indeed nearly, if not 
., 
altogether, forming, our ideas of the fairy tribe. 
The canvas, it is true, which he stretched, has been 
since expanded, and new groups have been introduced; but 
the outline and the mode of coloring which he employed, 
have been invariably followed. It is, in short, to his 
picture of the fairy world, that we are indebted for the 
NYMPHIDIA of Drayton; the ROBIN GOODFELLOW of Jonson; 
the miniatures of Fletcher and Browne; the full-length 
portraits of Herrick; the sly allusions of Corbet, and 
the spirited and picturesque sketches of Milton. 
To Shakespear, therefore, as the remodeller, and 
almost the inventor of our fairy system, may, with the 
utmost propriety, be addressed the elegant compliment 
which Browne has paid to Occleve, certainly inappropriate 
as applied to that rugged imitator of Chaucer, but 
admirably adapted to the peculiar powers of our bard, and 
+-~--~-.. -..... ,-~·o·-·--···· ·~ ···--·--·-·"" .. ···--
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delightfully expressive of what we may conceive would 
be the gratitude, were such testimony possible, of these 
children of his playful fancy:-
"Many times he hath been seene 
With the faeries on the greene, 
And to them his pipe did sound 
As they danced in a round; 
Mickle solace would they make him, 
And at midnight often wake him; 
And convey him from his roome 
To a fielde of yellow broome, 
Or into the meadowes where 
Mints perfume the gentle aire, 
And where Flora spreads her treasure, 
There they would beginn their measure. 
If it chanc'd night's sable shrowds 
Muffled Cynthia up in clowds, 
Safely home they then would see him, 
,, 
rl 
And from brakes and quagmires free him. 
There are few such swaines as he 
Now a days for harmonie."* 
.'i 
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I. RESEARCH MATERIAL 
E. DANCE BACKGROUND 
Actors as Dancers, 
Elizabethan Dances, Masques 
in Shakespearets Plays, 
Ballet VS. Ballroom, the 
May-Day Rites in England. 
DANCE BACKGROUND 
Dance's contributions to the craft of acting are not 
PROJECTION: The first of these has to do with projec-
1 tion--the ability of the actor to carry across the footlights 
li 
1 as a visual stage person. Few actors have a clear idea of 
il 
! what this consists, or how it can be obtained; yet every 
ti 
:) 
•1 good dancer possesses it, and in the majority of instances 
'I 
,
1 
it has been acquired. For it is a matter of body strategy, 
1\ stemming of course from a state of inner, psychic togethernes~ 
i, 
1 but consisting concretely of a carriage that is the outward 
'I 
I !I image of vitality, dignity, and power and that has become the 
dancer's second nature. 
:i 
; 
' 
Head over the center of the torso, the back arched 
and taut, the peripheral energies marshaled, balanced, 
concentrated, at ease--it is this dance persona which goes 
,i 
:1 
ii far to explain the good account that dancers almost invariably 
i: 
i 
" 
H 
i' 
li 
I' ,I
" 
:l give of themselves when they essay an aciing role. By virtue i· 
of having to dance, the dancer is forced to make the body a 
il 
directly theatric thing. It is the secret of doing this 
! which training in dance can help the actor to discover. 
ll 
!' 
I GESTURE: From dance, the actor can also learn much 
I about resourcefulness in gesture; about the necessity of 
:I 
li 
! 
!· 
I 
li 
II 
i• I' searching beneath conventional acting language, for the movementi' 
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.! unique to the acting moment, a gesture that is precise, complete! 
:I 
I 
and consummate. Actors come to lean upon words; costume, 
make-up, and lighting are further props; the director's bag 
is full of tricks. There is thus almost every excuse for 
, 1 drifting into a state of non-aciing; a few broad strokes are 
' 
casually brushed in and the job is done! The dancer cannot 
beg off so easily, particularly if he has chosen to work 
i ,, 
' 
i 
I 
outside the ballet idiom in what is termed the modern dance. :· 
., 
He is forced by the very austerities of the new medium--
scant decor, sound accompaniment rather than music, the 
i exchewal of conventional story and emo-tion--to break through 
the wall that separates passion and gesture, emotion and 
motion, in order to create gesture from within. This is 
perhaps dance's most significant challenge to acting today. 
Reviewing one of Martha Graham's performances, Stark 
Yound had this to say: "Martha Graham in my opinion is the 
most important lesson for our theatre that we now have. 
i Her work can be studied for its search after stage gesture 
:: 
' 
'' in the largest sense, some discovered and final movement. 
And it can be imitated in the perpetual revision and re-
composing that she does in her search for the right emphases, 
,I 
j[and the right pressure to be given, as if she were feeling for 
,j the bones of the work's body, within the flowing articulation l of the_ wh~e_:_ __ ~~:--~~int here is •.• the scraping back to the 
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design, the lyric and almost harsh resolunnn to be honest 
toward it. This projection and this firm statement of the 
emphases are what the ordinary acting needs to discipline 
its shiftless inconsequence.'' 
The dances in Elizabethan drama are "incidental" in 
the technical sense of the term, they "enter" and exit," 
they are there for a specific theatre effect. 
Frank acceptance of this convention (perhaps it is 
our modern blurring of the distinction that should be called 
the convention) simplifies the problem and permits the sweet 
formality that is a chief charm of the Shakespearean 
interludes of song and dance. Furthermore, it facilitates 
the use of the particular dance forms which Shakespeare, as 
his language shows, had in mind--the galliards, courantes, 
, gigues, etc., which comprise what we now call the "pre-classic 
dance." Research has uncovered much detailed information 
about the steps, floor patterns, and accompanying music of 
these court dances and their rustic and pastoral counterparts. 
Contemporary dancers have taken thm up with genuine ehthu-
siasm and have learned how to style them with a freshness 
that does not cut across their original intent. Simple in 
,1 pattersn, they demand little by way of dance virtuosity, 
il 
il 
:I 
I 
though they need to be done with the precision and elegance 
i 
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li 
il ii 
of our own ballroom dances when skilfully performed. 
ii 
I 
:i 
1: 
The dancing of Shakespeare's rustics and clowns is 
~n vaudeville counterpoint to the courtiers' elegance. It I 
1 lS shrewd theatre (as vaudeville knew but producers of 
i 
I! 
I< 
li Shakespeare are apt to forget) to make the awkwardness cal-
culated, the clumsiness virtuoso, so that the clown turns 
out to be a better dancer than one would suspect him of 
being. And this goes even for Bottom the Weaver, and for 
boon fellows in their cups. 
The extended dance sequences in AS YOU LIKE IT, 
A MIDSUMMER NIGHT'S DREAM, and THE TEMPEST are in character 
II 
I 
I 
1: 
' 
il 
II d 
li 
i< 
L ,, 
i: 
Ji 
brief English masques, out of which in their Italian and French li 
I 
! 
forms ballet eventually came. But ballet technique sur les 
pointes is historically inaccurate and artistically out of 
place, as are also the cheese-cloth costumes and soft, 
romantic dancing that frequently take its place. These are 
not child ballets. Genuine fancy, not whimsy, is the key, 
and attention should be placed on a certain solemn dignity 
amidst the daintiness that will do justice to the pastoral 
and allegorical themes and will reflect the Elizabethan 
realism toward things of the imagination. 
Dance needs room. This is not merely a mechanical 
or technical matter. The dancer's use of space sets up 
I 
I' 
;' 
' 
,, 
:: 
!\ ,, 
i' 
i' 
tentions that are part of the theatre effect. For this 
L 
li 
1: 
:i reason, i! 
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dance as a rule can do without elaborate decor; it prefers 
the open, the architectural, the suggestive, the symbolical. 
The stage must be set to allow for this, even if it means 
,1 some compromise with "realistic" demands. 
What the dancer does with space must also be taken 
i into account by the acotrs who are on stage at the time. It 
.! isn't merely a matter of giving the dancer room. The actor 
must find some way--by increased concentration, perhaps--
to conpensate for the tension which the dancer spreads, for 
the excitement in which dance immerses the whole scene. 
The only exception to this is the play in which dancing is 
frankly a spectac~ the actor becom~for the moment 
part of the audience. 
As a rule, the actors use of stage properties is 
dictated by utility, some piece of business in the play. 
Our inveterately realistic stage has lost most of the sense 
of the expressive and symbolical properties of things so 
characteristic of less sophisticated theatre traditions. But 
this sense is being restored to us through the camera eye, 
the imagination of our Saroyans, and through the medium of 
dance. Standards, banners, scarves, baubles, etc.--dance 
:i movement can be used to endow things with magic and add 
,, 
ii another dimension to our present theatre. 
,, 
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i! 
i !I Mistakes are only the funnier if the simple pattern be 
" :) ij performed with rustic energy. 
Our ballet has not had a good effect on recent pro-il 
':! ductions of Shakespeare, for the dexterity of trained dancers 
:1 seems to accentuate the limited range of actors, and make 
it seem awkwardness. If actors can be taught the traditional 
court-bow and curtsey, and perform them with formal elegance 
and simplicity, tha is enough. To learn to bow and curtsey 
, is harder than one might imagine. Americans have not the 
:! 
" 'i habit of saluting, or even recognizing status: we have no 
ii 
I. 
II 
Court of St. James as model for ballroom behavior. In America 
the most beautiful public reverences are seen in the opera-
house and concert-hall, in recognition of the audience's 
acclamation. There are infinite varieties of meaning--
gratitude, modest mastery, consideration, exact judgment of 
partner o public--which may be expressed and made legible 
in the simple inclination of the neck and head, the bend of 
the knee, the management of the skirts. But this requires 
study and practice. In this play the most important element 
" !I in performing the dances is not virtuosity but neatness. The 
il 
H 
il 
I 
stage represents, essentially, a ballroom, and the dances are 
more analytically social than brilliantly theatrical. 
I 
,, 
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The observance of May-Day was a custom which, until 
the close of the reign of James the First, alike attracted 
the attention of the royal and the noble, as of the vulgar 
class. Henry the Eighth, Elizabeth, and James, patronized 
and partook of its ceremonies; and, during this extended 
era, there was scarcely a village in the kingdom but what 
had a May-pole, with its appropriate games and dances. 
The origin of these festivities has been attributed 
to three different sources, Classic, Celtic, and Gothic. The 
first appears to establish the best daim to the parentage of 
our May-day rites, as a relique of the Roman Floralia, 
:: which were celebrated on the last four days of April, and on 
:: 
:: the first of May, in honour of the goddess Flora, and were 
I 
i: 
I 
' 
,, 
' 
:! 
accompanied with dancing, music, and the wearing of garlands !I 
" and strewing of flowers. The Beltein, or rural sacrifice of 
the Highlanders on this day, seems to have arisen from a 
different motive, and to have been instituted for the purpose 
:i 
' 
. of propitiating the various noxious animals which might 
:1 injure or destroy their flocks and herds. The Gothic 
anniversary on May-day makes a nearer approach to the general 
purpose of the Floralia, and was intended as a thanksgiving 
'i to the sun, if not for the return of flowers, fruit, and 
:! 
:I grain, yet for the introduction of a better season for 
:, 
i ii fishing and hunting. 
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The modes of conducting the ceremonies and rejoicings 
on May-day may be best drawn from the writers of the 
I I Elizabethan period, in which this festival appears to have 
;I 
II maintained a high very special degree of celebrity, though not 
I! accompanied with that splendor of exhibition which took 
I 
I; i' place at an earlier period in the reign of Henry the Eighth. 
,. 
' I 
i' !! 
'·' 
.i 
It may be traced, indeed, from the era of Chaucer, who, ~n 
the conclusion of his COURT OF LOVE, has described the 
Feast of May, when 
" ••• Forth goth all the court both most and lest, 
To fetch the floures fresh, and braunch and blame--
And namely hauthorn brought both page and grome 
And than tejoysen in their great delite: 
Eke ech at other throw the floures bright, 
The primerose, the violete, and the gold. 
With fresh garlants party blew and white." 
Philip Stubbs gives this description in 1595 in his 
:puritanical work entitled The Anatomie of Abuses: 
"Against Maie-day every parish, towne, or village, 
assemble themselves, both men, women, and children; and eith& 
all together, or dividing themselves into companies, they 
goe some to the woods and groves, some to the hills and 
' mountaines, some to one place, some to anothm; where they 
apend all the night in pleasant pastimes, and in the morning 
they return bringing with them, birche buughes and branches 
of trees to deck their assemblies withal. But their chiefest 
, jewel they bring 
'i 
.1 home with great 
I 
i fortie yoake of 
from thence is the maie-pole, 
veneration, as thus--they have 
oxen, every 
which they bring 
twentie or 
,
1 flowers tied to the tip of 
axe having 
his hornes, 
a sweete nosegaie of 
and these oxen drawe 
~-·-·~·-~-·~~·~·· -
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il 
II 
II home the mais-poale, their stinking idol rather, which they 
11 covered all over with flowers and hearbes, bound round with 
i' strings from the top to the bottome, and sometimes it was 
I painted with variable colours, having two or three hundred 
il men, women, and children following it with great devotion. 
iiAnd thus equipp'd it was reared with handkerchiefes and flagges 
,, 
li streaming on the top, they strawe the ground round about it, 
ii they bind green boughs about it, they set up summer halles, 
!! bowers, and arbours, hard by it, and then fall they to 
!I 
11 banquetting and feasting, to leaping and dauncing about it, 
i as the heathen people did at the dedication of their idolls. 
1--I have heard it crediblie reported by men of great gravity, 
I ii credite, and reputation, that of fourtie, three score, or an 
., 
'i hundred maides going to the wood, there have scarcely the 
11 third part of them returned home againe as they went." 
Shakespeare has references to these observances, 
:i 
i! and Lysander tells Hermia: 
"I did meet thee once with Helena, 
To do observanceto a morn of May" 
and again, in the same play, Theseus says: 
,, 
"No doubt they rose up early, to observe 
The rite of May. 
With this, the simplest mode of celebrating the rites 
ii of May-day, was frequently united, in the days of Henry VIII 
II 
''and Elizabeth, a groupe of Morris Dancers, consisting of 
:I 
ii several characters, which were often varied both in number, 
'I ~~ appelation, and dress. The Morris Dance appears to have 
i been introduced into the kingdom about -the reign of Edward the 
! 
!Fourth, and is, without doubt, derived from the Morisco, a 
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., dance peculiar to the Moors, and generally termed the 
i ~ 
'I !; 
II 
II 
I! 
!i 
Spanish Morisco, from its notoriety in Spain, during the 
dynasty of that people in the peninsula. The Morris Dance 
in England, when performed on a May-day, and not connected 
with the Games of Robin Hood, usually conasted of the Lady 
of the May, the Fool, or domestic buffoon of the 15th and 
16th centuries, a Piper, and two, four, or more, Morris Dancers. 
The dress of these last personages, who designated the 
amusement, was of a very peculiar kind; they had their 
faces blackened to resemble the native Moors, and "in the reign 
of Henry the Eighth," says Mr. Douce, "they were dressed in 
gilt leather and silver paper, and sometimes in coats of white 
spangled fustian. They had purses at their girdles, and 
garters to which bells were attached;" but according to 
Stubbes, who wrote in 1595, the costume had been altered, 
for he tells us that they were clothed in ''greene, yellow, 
or some other light wanton collour. And as though that 
were not gawdy ynough," he continues, "they bedeeke themselves 
with scarffes, ribbons, and laces hanged all over with golde 
ringes, precious stones, and other jewels: tHs done, they 
il tie about either legge twentie or fourtie belles, with rich 
" handkerchiefe in their handes, and sometimes laide a crosse 
l! 
·, 
li over their shoulders and neckes borrowed for the most part p 
1! of their pretie Mopsies and loving Bessies for bussing them 
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'j 
!iin the darke." Feathers, too, were usually worn in their hats, 
:r 
il and they had occasionally bells fixed on their arms or wrists 
li 
::as well as on their legs. That these jingling ornaments were 
'i 
!! 
~~characteristic of, and derived from, the genuine Moorish 
;;Dance, appears from a plate copied by Mr. Douce from the habits 
,: of various nations, published by Hans Weigel at Nuremberg, 
, in 1577, and which represents the figure of an African lady 
'! 
'of the kingdom of Fez in the act of dancing, with bells at 
her feet. 
It was the business of these motley figures to dance 
,,round the May-pole, which was painted of various colours; 
<I 
'thus in Mr. Tollett's painted glass window, at Betley in 
i Staffordshire, which represents m English May-game and morris-
': dance, the May-pole is stained yellow and black, in spiral 
,, lines; and Shakespeare, in allusion to this custom, makes 
Hermia tell Helena, whilst ridiculing the tallness of her 
:iform, that she is a "painted May-pole." 
The introduction of Robin Hood and his companions into 
,the celebration of May-day gave his paramour Maid Marian the 
1
: office of the former Queen of May. Main Marian, in the days 
i 
' :of Shakespeare, was usually represented by a delicate, smooth-
: 
lfaced youth, who was dressed in all the fashionable finery of 
!the times; and this assumption of the female garb gave great 
1 0 7 
li 11 other abuses, in the following very curious passage: 
II 
II 
,, "The abuses which are 
.i !t infinite. The first whereof 
committed in your 
is this, that you 
May-games 
doe use to 
are 
" ' attyre in woman's apparrell whom you doe most commonly call 
i1 ii may-marrions, whereby you infringe that straight commandment 
whiche is given in Deut. xxii. 5., that men must not put on 
•i women's apparrell for feare of enormities. Nay I myself have 
fi 
., seene in a may game a troupe, the greater part whereof hath ;i 
~ ! ;; been men, and yet they have been attyred so like into women, 
•J that their faces being hid de (as they were indeede) a man 
1,1 coulde not discerne them from women. The second abuse, 
II 
• which of all other is the greatest, is this, that it hath 
:I 
.1 been toulde that your morice dauncers have dannced naked in 
I' ii nettes: what greater enticement unto naughtiness could have 
'! been devised? The third abuse is, that you (because you will 
-! 
•' loose no tyme) doe use commonly to runne into woodes in the 
:i night time, amongst maidens, to fet bowes, in so muche as I 
,, 
11 have hearde of tenne maidens which went to fet May, and nine 
ii of them came home with childe." 
i; 
:i 
That, in consequence of this custom, effeminate and 
coxcomical men were sarcastically compared to Maid Marian, :j 
appears from a passage in a pamphlet by Barnaby Rich, who, 
.! satirizing the male attire, as worn by the fops of the reigns 
\\ ,, 
!! ,, 
il of Elizabeth and James I, cries out: 
!I 
11 "From whence commeth this wearing, and this embroidering 
il I! of long locks, this curiosity that is used amongst men, in 
il frizaling and curling of their haire, this gentlewoman-like 
t-ee·-~=-~~'-""'~""~'- --· ··----c--·c-·c··.·• • .. 
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!I 
;1 starcht bands, so be-edged and be-laced, fitter for Maid 
,. 
i Marian in a Moris 
!I 
dance, than for him that hath 
that shold be in a gentleman," 
either that 
,: spirit or courage 
II 
!I 
·! 
ij 
:! 
I 
!• 
It will not seem surprising that the converse of this 
was occasionally applicable to the female sex; and that 
those women who adopted masculine airs and habits should be 
branded with a similarity to the clown who, though personating 
the lady of the May, never failed, however nice or affected 
he might be, to disclose by the boldness and awkwardness of 
his gestureand manner, both his rank and sex. Thus Falstaff 
is represented as telling the hostess, when he means to 
upbraid her for her masculine appearance and conduct, that 
"for woman hood Maid Marian may be the Deputy's wife of the 
ward to thee.'' A fancy coronet of gilt metal, or interwoven 
with flowers, and a watchet colored tunic, a kirtle or 
petticoat of green as the livery of Robin Hood, were customary 
articles of decoration in the dress of the May-Queen. 
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MrSICAL BACKGROUND 
Music can be as potent atmospherically as stage 
setting and to some people more potent. It is used differently, 
hlwever. Some sort of setting is visible throughout the 
entire production, except during the intermissions. Music 1s 
rarely played throughout a play but used occasionally, 
sometimes motivated, sometimes unmotivated, depending on 
the kind of play and the style of production. 
First of all considerations is suitability. This is 
a matter of taste and there is always plenty of choice, with 
all sorts of considerations of period, style of productiDn, 
prevailing fashion, musical history, and even audience 
expectation. For instance, consider A MIDSUMMER NIGHT'S 
DREAM, set in Athens at the time of Theseus but no more 
Greek than THE MAN WHO CAME TO DINNER! Only the most 
idiotic pedant would immediately embark on a study of early 
Greek music, what there is of it. Greek peasant music would 
be no more appropriate. Mr. Mitropoulos might compose music 
for us but it would be no more, or less, suitable because he 
is Greek. An Italian has written music for THE TAMING OF 
THE SHREW and a Finn for THEMPEST. Why not a Greek for 
A MIDSUMMER NIGHT'S DREAM? 
A more logical approach 1s to examine the play. Gay, 
floral, festive, magical, delicate and hearty by turns, English 
to the core, and Elizabethan English at that! 
1 1 1 
Henry Purcell in the late seventeenth century wrote 
the score for THE FAIRY QUEEN, a mutilation of the Shakespeare 
play, and the work is generally regarded as Purcell's highest 
achievement in theatre music. Two nineteenth-century 
composers applied themselves to the subject. Weber's 
OBERON catches the spirit extraordinarily, at least in its 
overture, and Mendelssohn's score is famous, so famous, in 
fact, that audiences might be disappointed if any other music 
were employed. This familiarity is two-edged. It pleases 
the audience because people like to recognize music, especially 
when it is music as agreeable as this. The drawback is 
that familiarity induces a preoccupatbn with the music 
instead of with the text of the play, and when the famous 
wedding march rings out those who were married in church with 
orange blossoms and the traditional accoutrements are not 
thinking of Shakespeare's characters but of themselves, and 
are either in a fog of pleasurable nostalgia or bitterly 
regretting their folly. Besides which, many audience 
members will, by association, have hazy recollections of the 
music played at the other end of the ceremony, which comes 
from Wagner's LOHENGRIN. One could, of course, persuade a 
new composer to write a contemporary score for A MIDSUMMER 
NIGHT'S DREAM. This would obviate the familiarity difficulty 
but could hardly please the musically conservative, of whom 
11~ 
" 
there are always far more than the musically progressive. 
i: 
How much music should be used and where? The play-
wright at times tells us quite clearly. Shakespeare uses 
readily motivated music. In the Elizabethan theatre the 
musicians were sitting upstairs waiting for their cues and 
could easily be motivated into a nearby group of players, 
whether they appeared as characters in the play or not. The 
comedies have more music than the tragedies, and some of them 
could use more still. Such plays as A MIDSUMMER NIGHT'S 
DREAM and AS YOU LIKE IT are almost musical comedies in 
style, with only the barest hint of a score. Songs interrup-
ting the swift action would be a mistake, but a director 
might easily use touches of sound during transitions, much 
as the warlike chronicle plays use tuckets and sennets. 
Shakespeare scripts are often reduced in length these 
days and the result is sometimes awkward, with perhaps too 
swift a costume change or too unconvincing a time lapse. 
I believe it would be justifiable, on rare occasion, to 
cover the break with a few seconds of strolling minstrelsy, 
sung or played, as one or two minor characters cross the 
stage, preferably with a visible purpose. If they seem to 
be part of the action the break is unnoticed, and what is 
lost by the interruption is gained by the discarding of 
perhaps an entire scene of impossible Elizabethan witticism 
111 '- , 
and word-play which nobody but John Dover Wilson would 
understand. 
Presumably we scale our music to that nebulous quantity, 
the average audience. There are always going to be those who 
·i hear nothing except a wash of deci bles, and their number is 
increasing in direct proportion to the malignant custom of 
keeping the radio on all day and shouting over it. There are 
., going to be those, also, whose attention is very easily 
distracted by varying qualities of sound and who would 
rather listen to that little oboe tune or the three trumpets 
or the four trombones than bother with a hero and heroine 
with less variety in their voices than a double bassoon and 
a triangle. But in between is the audience which will listen 
not too keenly but just enough to be controlled and cajoled 
into all kinds and degrees of moods and emouons by the music 
you play. 
Perhaps the secret of the successful use of music in 
.i a play lies in an understanding of the potency of the silences. 
That is to say that it is not while the music is being played 
that it is necessarily at its most effective. Sometimes 
it is, but not always. A little goes a long way, and the 
moments of actual accompanying sound may be slightly distrac-
ting whereas the recollection of the soun d during subsequent 
lines or action produces an indescribably satisfying effect. 
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Occasionally there are instances where the playwright 
has not asked for music but obviously should have. Scene 
designers will often repair the playwright's flagrant omissions 
in the matter of staircases, vistas through windows, and all 
sorts of telling touches of interior decoration. Why shouldn't 
the "sound designer," as it were, help a little too? If 
eitherone calls attention to his activities he is not co-
operating with the author's intention, but it is, of course, 
1 possible to enhance the author 1 s intention by thinking up 
1\ 
better ideas than he thought up. Where would some playwrights 
be if some directors had not been so bold? 
The treasure of sung, danced and partly-instrumental 
music descending to us from Shakespeare's time is incal-
culably rich. One may find in it a dazzling, indeed confusing 
:wealth of material with which to adorn the plays. 
European travelers in Elizabeth's time often remarked 
that the English were a nation of musicians. Paul Hentzer, 
a German visitor in 1598 wrote: 
"The English excel in dancing and music, for they 
are active and lively. • • They are fond of great noises 
that fill the air, such as the firing of cannon, drums, and 
•i the ringing of bells. • .Actors represent almost every day 
!j comedies and tragedies to very numerous audiences; these are 
,, 
,I concluded by a variety of dances accompanied by excellent 
!I music and the excessive applause of all those that are 
I 
I ;~present • •.• " 
:: 
The source of musical life, no longer the church, was 
rather the court, and later the town. The rising merchant 
class took over the taste of the court for musically-based 
' shows. 
Shakespeare's plays abound in references to music, and 
the lilt of clear song or plucked strings, is interwoven in 
the whole texture of DREAM. As for specific music to 
accompany the various parts of the play, there are as many 
possibilities as there are directors. 
As previously mentioned, in the spring of 1692 there 
was produced at Dorset Garden Theatre in London an adaptation 
of Shakespeare's A MIDSUMMER NIGHT'S DREAM entitled THE FAIRY 
QUEEN, by Henry Purcell, in which were introduced a series of 
lavish Masques. The extent and importance of the Masques may 
be judged by the fact that Purcell's music for them is of the 
length of a full-scale opera by itself. THE FAIRY QUEEN iB 
indeed not only one of Purcell's largest works, but for size, 
grandeur, and variety of conception has few seventeenth cen-
tury rivals. By this point in his career, Purcell had had 
wide experience of writing music for the theatre and his tech-
nical command is matched in this masterpiece by the full range 
of his creative genius. There seems to be no limit to his 
resourcefulness and practically every texture known to his age 
is exploited in this astonishing score. He uses, by seventeenth 
century standards, large forces--soloists, chorus, and an 
orchestra comprising trumpets and drums, flutes, ovoes, and 
strings with continuo. In the course of over fifty movements 
he rarely repeats the same combination of vocal and instru-
mental tone color. Undoubtedly this work, not only because of 
its earlier conception, but basically greater fidelity to the 
spirit of A MIDSUMMER NIGHT'S DREAM, is far superior as inci-
dental music to this play than is the Mendelssohn score. By 
this I mean that Purcell captures more surely the spirit of 
the times and peoples than does Mendelssohn with his gentler 
fairy-like touch. The play is admittedly fantas¥, but it in-
volves the folk people and their customs, lore, and supersti~: 
tions; therefore it has the earthiness of the English country-
side of this period. Thus it is that Purcell, though perhaps 
more suited to the more grandiose and elaborate masques of a 
later era, captures in essence the peasant quality needed for 
this actually robust type play. 
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The theatres in which Shakespeam's plays were performed 
were vastly different from those we know today. The stage 
was a platform that jutted out into the area now occupied by 
the first rows of seats on the main floor, what is called the 
"orchestra" in America and the "pit" in England. This platform 
had no curtain to come down at the ends of acts and scenes. 
And although simple stage properties were available, the 
Elizabethan theatre lacked both the machinerymd the elaborate 
movable scenery of the modern theatres. In the rear of the 
platform stage was a curtained area that could be used as an 
inner room, a tomb, or any such scene that might be required. 
A balcony above this inner room, and perhaps balconies on 
the sides of the stage, could represent the upper deck of 
a ship, the entry to Juliet's room, or a prison window. A 
trap door in the stage provided an entrance for ghosts and 
devils from the nether regions, and a similar trap in the 
canopied structure over the s~e, known as the "heavens," 
made it possible to let down angels on a rope. These primitive 
stage arrangements help to account for many elements in 
Elizabethan plays. For example, since there was no curtain, 
the dramatist frequently felt the necessity of writing into 
his play action to clear the stage at the ends of acts and 
scenes. The funeral march at the end of Hamlet is not there 
merely for atmosphere; Shakespeare had to get the corpses 
off the stage. The lack of scenery also freed the dramatist 
from undue concern about the exact location of his sets, 
and the physical relation of his various settings to each 
other did not have to be worked out with the same precision 
as in the modern theatre. 
Before London had buildings designed exclusively for 
theatrical entertainment, plays were given in inns and taverns. 
The characteristic inn of the period had an inner courtyard 
with rooms opening onto balconies overlooking the yard. 
Players could set up their temporary stages at one end of the 
yard and audiences could find seats on the balconies out of 
the weather. The porrer sort could stand or sit on the 
cobblestones in the yard, which was open to the sky. The 
first theatres followed this construction, and throughout 
the Elizabethan penod the large public theatres had a yard 
in front of the stage open to the weather, with two or three 
tiers of covered balconies extending around the theatre. 
This phusical structure again influenced the writing of plays. 
Because a dramatist wanted the actors to be heard, he fre-
quently wrote into his play orations that could be delivered 
with declamatory effect. He also provided spectacle, 
buffoonery, and broad jests to keep the riotous groundlings 
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in the yard entertained and quiet. 
In another respect the Elizabethan theatre differed 
greatly from ours. It had no actresses. All women's roles 
were taken by boys, sometimes recruited from the boys' choirs 
of the London churches. Some of these youths acted their 
roles with great skill and the Elizabethans did not seem to 
be aware of any incongruity. The first actresses on the 
professional English stage appeared after the Restoration of 
Charles II, in 1660, when exiled Englishmen brought back from 
France practices of the French stage. 
London in the Elizabethan period, as now, was the center 
of theatrical interest, though wandering actors from time to 
time traveled through the country performing in inns, halls, 
and the houses of the nobility. The first professional 
playnouse, called simply The Theatre, was erected by James 
Burbage, father of Shakespeare's colleague Richard Burbage, 
in 1576 on lands of the old Holywell Priory adjacent to 
Finsbury Fields, a playground and park area just north of 
the city walls. It had the advantage of being outside the 
city's jurisdiction and yet was near enough to be easily 
accessible. Soon after The Theatre was opened, another 
playhouse called The Curtain was erected in the same neigh-
borhood. Both of these playhouses had open courtyards and 
were probably polygonal in shape. 
:i 
About the time The Curtain opened, Richard Farrant, 
Master of the Children of the Chapel Royal at Windsor and 
of St. Paul's, conceived the idea of opening a ''private'' 
theatre in the old monastery buildings of the Blackfriars, 
not far from St. Paul's Cathedral in the heart of the city. 
This theatre was ostensibly to train the choirboys in plays 
for presentauon at Court, but Farrant managed to present 
plays to paying audiences and achieved considerable success. 
This first Backfriars Theatre was significant, however, because 
it popularized the boy actors in a professional way and it 
paved the way for a second theatre in the Blackfriars, which 
Shakespear's company took over more than thirty years later. 
By the last years of the sixteenth century, London had at 
least six professional theatres and stillothers were erected 
during the reign of James I. 
The Globe Theatre, the playhouse that most people connect 
with Shakespeare, was erected early in 1599 on the Bankside, 
the area across the Thames from the city. Its construction 
had a dramatic beginning, for on the night of December 28, 
1598, James Burbage's sons, Cuthbert and Richard, gathered 
together a crew who tore down the old theatre in Holywell and 
carted the timbers across the river to a site that they had 
' ! 
chosen for a nes playhouse. The reason for this clandestine 
. i 
ii 
! operation was a row with the landowner over the lease to the 
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Holywell property. The site chosen for the Globe was another 
playground outside of the city's jurisdiction, a region of 
somewhat unsavory character. Not far away was the Bear Garden, 
an amphitheatre devoted to the baiting of bears and bulls. 
This was also the region occupied by many houses of ill fame 
licensed by the Bishop of Winchester and the source of 
substantial revenue to him. But it was eaSly accessible 
either from London Bridge or by means of the cheap boats 
operated by the London watermen, and it had a great advantage 
of being beyond the authority of the Puritanical aldermen of 
London, who frowned on plays because they lured apprentices 
from work, filled their heads with improper ideas, and generally 
exerted a bad influence. The aldermen also complained that 
the crowds drawn together in the therore helped to spread the 
plague. 
The Globe was the handsomest theatre up to its time. It 
was a large building, apparently octagonal in shape and open 
like its predecessors to the sky in the center, but capable 
or seating a large audience in its covered balconies. To 
erect and operate the Globe, the Burbages organized a 
syndicate composed of the leading members of the dramatic 
company, of which Shakespeare was a member. Since it was open 
to the weather and depended on natural light, plays had to 
be given in the afternoon. This caused no hardship in the 
:t 
long afternoons of an English summer, but in the winter the 
weather was a great handicap and discouraged all except the 
hardiest. For that reason, in 1608 Shakespeare's company was 
glad to take over the lease of the second Blackfriars Theatre, 
' a substantial, roomy hall reconstructed within the framework 
of the old monastery building. This theatre was protected 
from the weather and its stage was artificially lighted by 
chandeliers of candles. This became the winter playhouse for 
Shakespeare's company and at once proved so popular that 
the congestion of traffic created an embarrassing problem. 
Stringent regulations had to be made for the movement of 
coaches in the vicinity. Shakespeare's company continued to 
use the Globe during the summer months. In 1613 a squib 
fired from a cannon during a performance of Henry VIII fell 
on the thatched roof and the Globe burned to the ground. The 
next year it was rebuilt. 
London had other famous theatres. The Rose, just west 
of the Globe, was built by Philip Henslowe, a semi-literate 
denizen of the Bankside, who became one of the most important 
theatrical owners and producers of the Tudor and Stuart periods. 
What is more important for historians, he kept a detciled 
account book, which provides much of our information about 
theatrical history in his time. Another famous theatre on 
the Bankside was the Swan, which a Dutch priest, Johannes 
'' 
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de Witt, visited in 1596. The crude drawing of the stage 
which he made was copied by his friend Arend van Buchell; 
it is one of the important pieces of contemporary evidence 
for theatrical construction. Among the other theatres, the 
Fortune, north of the city, on Golding Lane, and the Red 
Bull, even farther away from the city, off St. John's Street, 
were the most popular. The Red Bull, much frequented by 
apprentices, favored sensational and sometimes rowdy plays. 
The actors who kept all of these theatres going were 
organized into companies under the protection of some noble 
I patron. Traditionally actors had enjoyed a low reputation. 
In some of the ordinances they were classed as vagrants; 
in the phraseology of the time, "rogues, vagabonds, sturdy 
beggars, and common players" were all listed together as 
undesirables. To escape penalties often meted out to these 
characters, organized groups of actors managed to gain the 
protection of various personages of high degree. In the later 
years of Elizabeth's reign, a group flourished under the name 
of the Queen's Men; another group had the protection of the 
Lord Admiral and were known as the Lord Admiral's Men. Edward 
Alleyn, son-in-law of Philip Henslowe, was the leading spirit 
I in the Lord Admiral's Men. Besides the adult companies, 
troupes of boy actors from time to time also enjoyed consider-
able popularity. Among these were the Children of Paul's and 
'I ,, 
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the Children of the Chapel Royal. 
The company with which Shakespeare had a long associa-
,, tion had for its first patron Henry Carey, Lord Hunsdon, the 
Lord Chamberlain, and hence they were known as the Lord 
Chamberlain's Men. After the accession of James I, they 
became known as the King's Men. This company was the great 
rival of the Lord Admiral's Men, managed by Henslowe and Alleyn. 
All was not easy for the players in Shakespeare's time, 
for the aldermen of London were always eager for an excuse 
to close up the Blackfriars and any other theatres in their 
ii jurisdiction. The theatres outside the jurisdiction of London 
i were not immune from interference, for they might be shut up 
by order of the Privy Council for meddling in politics or 
., 
!i for various other offenses, or they might be closed in time 
of plague lest they spread infection. During plague times, 
the actors usually went on tour and played the provinces 
wherever they could find an audience. Particularly frightening 
were the plagues of 1592-1594 and 1613 when the theatres 
closed and the players, like many other Londoners, had to 
take to the country. 
.i Though players had a low social status, they enjoyed 
,! 
:I great popularity, and one of the favorite forms of entertain-
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ment at Court was the performance of plays. To be commanded 
to perform at Court conferred great prestige upon a company 
> of players, and printers frequently noted that fact when 
they published plays. Several of Shakespeare's plays were 
performed before the soverign, and Shakespeare himself 
undoubtedly acted in some of these plays. 
,, 
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II. DIRECTION 
A. THE DIRECTOR AND HIS ART 
'===='- =-==-- -
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Stark Young says that in the modern theatre the 
director has been more signaled out and popularly recognized 
than ever before. The director has the same relation to the 
theatre that the orchestra conductor has to music. He has 
no parallel in the other arts, except perhaps to a degree 
the ballet. He uses his actors as the conductor uses his 
musicians, and is related to the play as the conductor is to 
the score. The conductor ~s an artist, since he creates a 
musical body for the idea that he derives from the score. 
The director is an artist, good or bad, since he creates a 
theatrical body for the idea he has from the play. He is 
an artist for his piece, or he is nothing. 
The director's art is composed of many arts, some 
literary, some visual, some auditory. The components of his 
art include the text of the play, the actors, the artisans, 
space, and the spoken word, as well as mass, light, color, 
movement, sound, pictures, and the psychological effect 
upon his audience. 
With these elements, the director must become both 
interpreter and creator. He must interpret the author's 
text, but he must touch it with the divine creative spark 
and create something that has not hitherto existed. This 
is true regardless of how many times the play may have been 
produced. Even if the director is producing a work he has 
himself presented many times before, he is bringing into 
:: 
being something new, something differnet, something that 
has not lived before in quite the same way. 
As interpreter, the director approaches the play 
he is to produce with both humility and pride, but without 
false humility and false pride. He is humble before the 
work of that other artist, the author, but he is proud 
that destiny has called him to communicate that author to 
an audience. Humility without faith is false, mere self 
effacement, a giving into a feeling of inferiority. To be 
humble is to be honest, with one's self, to think with com-
plete sincerity to approach the job with integrity. With 
that kind of humility one can "believe" and to believe is to 
conceive, perceive, achieve, and receive. 
''False pride is a shadow of fear. One fears he will 
fail, fears he will be criticized, fears he will be embarras-
sed, fears people will think him less than the personality 
he wants desperately to believe he is. Such pride is peril-
ous, a negative force, one ofthe seven deadly sins," states 
Albert Johnson, the great pioneer of religious drama in this 
nation. He continues, "Positive pride is different. It is 
born of the will to live, the will to fulfill, the desire to 
lose oneself in a bigger self, the desire to, with Saint Paul 
1 Be silent a while and let the love and glory of God wholly 
. ' possess us.l'tt 
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So with a harmony of humility and pride, the dir-
ector takes up the script, reads it, studies it, mulls it 
over in his subconscious and merges his own cDeattve think-
ing with the creativity of the author and comes up with a 
concept. The concept is the communicative gimmick, the 
staging, the style, the paticular twist that will project 
the essence of the play most honestly and most effectively 
in the best judgment of the direct~r. The concept may be 
dressed up or dressed down according to the budget, staging 
facilities, and available talent and public taste, but it is 
the port from which the whole production will embark. 
As creator, the director has already gone to wDrk. 
His concept, though it has an interpretive intent, is the 
result of creative thinking, but it is only the beginning 
of the creative process that lies ahead. He must now see 
the play in pictures, in movement, in color, against this 
or that decor; he must hear the sound of it; feel the beat 
of it, and anticipate the emotional impact of it. He will 
see, hear, and feel it first in terms of dramatic peaks, or 
the major beats. Thus he will envision the greatest high 
moments, the climax, the most amusing or the most dramatic 
situations. 
These peaks and moments he will consider in rela-
tion to the concept and always in relation to the premise, 
.~QJ;:~Jde_~" Q;L_tJt!L.!?*~~- _YQj,Q,e~ l],lldc faces_ wi)l emerge ~tshe 
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thinks about the characters, not types, but individuals, but 
rather real human beings caught in the imbroglio of the 
drama or the complications of the comedy. 
II. DIRECTION 
B. DIRECTING SHAKESPEARE 
'! 
The principal thing about directing Shakespeare, 
as I understand it, is that it is very much like directing 
anything else. The scripts, it is true, are usually con-
siderably better than those one generally encounters among 
the dramatic output of today. The author has become a 
elassic, and his work is not, therefore, to be lightly 
tampered with; he is also dead, and so will not get any wild 
ideas about writing a completely new last act three days 
before the dress rehearsal. Criticism of the play will be 
gently leveled, more in sorrow than in anger, at an accepted 
and venerated text, and will be devoid of that virulence 
which sometimes leads one to suppose that authors must write 
their plays solely to annoy the Critics' Circle. Though 
these observations may seem flippant to those who are not 
well acquainted with the protocol of the modern American 
theatre, they indicate the presence of that blessed element 
of stability, which enables the director to approach the 
problem of a Shakespearian production with something like a 
steady and sure mind. 
Stability, however, does ant in this case imply 
limitation. The director's function is interpretative, 
whether his material is the latest revue at the Music Box 
or an all-star revival of King Lear; and Shakespeare offers 
a margin of interpretation which is probably unique. There 
have always been and always will be twenty different ways of 
l 3 ;; 
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producing Hamlet, each of them faithful to a different 
valuation of the text, and to a varying concept of how best 
to make it vivid to a contemporary audience in terms of the 
theatre. There is no right answer, nor any wrong choice, 
other than the answer to one question: which of them does 
in effect present to the audience to which it is played the 
best theatre and the most vital illustration of the play 
Shakespeare wrote? In an assessment such as this the direc-
tor is probably more important than he would be in any 
modern play, since the key, the pattern, the mood and design, 
are in his hands alone. 
Two pitfallsimmediately present themselves. One 
is an over-eager search for novelty at any price; the other 
a too great reverence for the traditions. To put the same 
problem in terms of the text, there has to be a middle course 
between the liberty of unlimited textual alterations and the 
excessive discipline which regards the Shakespearian canon 
as Holy Writ. It would be idle to deny that some of Shake-
speare 1 s jokes have gone stale on us. If anybody now under-
stands what is meant by "Malvoliots nose is no whipstock, 
my lady has a white hand, and the Mermidons are no bottle 
ale-houses," he is probably so pleased with his own erudition 
that he is in no mood for laughter. Nevertheless, much of 
Shakespeare's comedy, which a director at first sight may be 
tempted to cut as antiquated and verbally complex, relies 
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finally on a humor of character or of situation. If the 
actors playing "the comics" have a personal reality, and a 
quality of being in themselves both funny and endearing, the 
lines will seem neither dull or obscure. From which, again, 
I deduce that a director's primary problem in handling a 
Shakespearian comedy is to cast great actors, great clowns, 
in parts which were obviously written for the great clowns 
of Shakespeare's day. Only after he has failed to do this 
need he resort to the blue pencil. 
At the danger of preaching, I must hear insert 
some instruction as to how to go about cutting a Shakespear-
ian script. For the most part, modern directors cut whole 
scenes from these scripts. Very rarely this may be succes-
fully done, but more commonly the audience suffers the bitter 
consequences. So often the first scene of HAMLET is omitted. 
This at close examination tells the entire play, sets forth 
the premise, estabYishes character relationships, and begins 
the exposition. Shakespeare's scripts are often to repetitious 
for today 1 s audience. We sit in a black box with one illum-
inated end and are forced to see the drama. If one is at 
all attentive, the story lines do not need to be repeated. 
Howvver in the days of The Globe, albeit things were different. 
The groundlings were loud, and lost utterly in their own 
pursuits of gambling, picking pockets, wrestling, buying 
Thus Shakespeare 
-:''~.~':"'--..,.~-,-,. -·~- '·- ~-:-~-
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drummed home his point by having the same actor repeat twice, 
and often several more times the same message. Thus it is 
only logical to cut the repeats. These are really quite 
obvious. Usually when one finds the beginning of a repetition 
one needs only to count down seven lines or fourteen lines 
or rarely another multiple of seven. There will magically 
appear the end of the repeat. Some of the early comedies 
such as A MIDSUMMER NIGHT'S DREAM have long and involved 
poetry which slows the action and often seems more suited 
to the English class than to today 1 s audience. This may be 
cut in the same manner--leaving the essenne--thus preserving 
the dramatic unity and retaining some of the beauty, without 
losing the audience in a sinking boat of pea green soup! 
A director will do well to take his imagination, 
author included, backstage and look from between the curtains 
of the inner stage of The Globe at the motley crew of Lon-
doners who are flocking (we hope) into the theatre. The 
"groundlings'' on the floor are eager, excited, talkative; 
students and apprentices and a crowd of lovers of the thea-
tre who have been barely able to scrape together the fifty 
cents admission. They are shrewd, intolerant, lavish, 
brutal, and adoring; they are the people in the gallery 
today. The fashionable crowd of courtiers and nobility 
are on the stage itself and in the boxes on the lower tier; 
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come-on-show-us expression on their faces. They come in 
late; they do today. After this brief glance backwar~s, 
many things in the script the director is handling will 
become clearer to him. 
A director should never for a moment forget that 
the whole structure of the play is based on the speed and 
~with which ~ scene could, on the Elizabethan stage, 
~ into another without break 2£ visual change. This must 
at all costs be preserved in today 1 s staging of a Shakespear-
ian piece. Thus I first had the vision of Cabaret staging. 
I believe that Shakespeare would have used, and welcomed, 
the visual resources which the theatre of today has at its 
command. I believe that a Shakespearian production should 
bring to the stage that quality of visual beauty which it is 
part of the theatre's business to provide. But, again, the 
setting whould interpret and illuminate the spirit of the 
play, and not obscure it, nor triumph over it. It should 
preserve that imaginative flexibility of the text. Also the 
director should remember the extreme intimacy which the 
Elizabethan stage established between the actors and the 
audience. For every one speech which may be delivered in 
sonorous periods from fifteen feet back of the proscenium, 
there are twenty delicate and elusive lines which can only 
be distorted by such a separation. Either the character is 
thinking alqud, an operation which is seldom conducted at 
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the full pitch of the lungs, or the lines contain some light 
and swift joke which is dependent on immediate contact with 
its audience. A fore-stage was an essential part of the 
Elizabethan playwrighting design; and it is still essential 
that a Shakespearian setting should enable the actors to 
play with their audience and not simply at them. Once more 
the idea of Cabaret Staging presented its self. 
And so we come to the actors. Miss Theresa Helburn 
of the Theatre Guild relates that she once asked Bernard Shaw 
whether he had any paticular directorial injunctions to give 
her about the production of his plays. He replied yes: that 
the actors should stand up and say the words so that everyone 
could hear them. Lilian Baylis, whose courage and pErsever-
ance were responsible for the establishment of one of the 
greatest Shakespearian theatres of modern times, the Old 
Vic in London, held a very similar view. She was negotiating 
the engagement of an internationally famous stage and screen 
star for her leading man in the coming season. But she 
viewed his widely publicized statements of attainments with 
mistrust. "Well, dear boy," she said at last, "are you good 
in Shakespeare?" He replied that he had adored Shakespeare 
from a cpild, and practically slept with a copy of HAMLET 
under his pillow. "That's not the point, dear boy," she 
replied bluntly. "Can you say his lovely words?" The saying 
of his "lovely words" is not so terribly difficult a taskas 
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many actors think, but there are certain necessities of 
speech which a modern actor is unlikely to have acquired in 
speaking the usual Broadway dialog, so mimiced throughout the 
country as the haute monde--unless, by chance, he has encoun-
tered the works of Maxwell Anderson, or the even greater 
Bernard Shaw. 
The actor needs better enunciation, more breath, 
and a greater sense of the rhythm and musical value of the 
English language. In short he needs must become intimately 
acquainted with a fellow little known in America today--
rubato. Audiences nowadays hear lazily. The theatre is al-
most the only place where the human voice undistorted by 
amplification has to make itself heard to a large number 
of people. In addition, the Shakespearian vocabulary contains 
many words which have grown strange to us since we have pro-
gressively diminished and impoverished the resources of our 
speech. The director has to pay the most careful attention 
to the phrasing and punctuation of a line or series of lines, 
so that the key words are clear and the parenthetical groups 
~f words fall into their proper and subordinate place. When 
the speech is in verse, he must make sure that the swing of 
the verse is neither so stressed as to become doggerel, nor 
~broken~ to destroy its musical value. He may do worse 
than insist that his cast do breathing exercises until they 
are able to speak six or eight lines of verse at a stretch 
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if it is necessary. The problem of verse speaking varies 
considerably with the different plays. In the early ones 
such as A MIDSUMMER NIGHT'S DREAM and ROMEO AND JULIET, 
Shakespeare was still writing with metrical exactness and 
a wealth of rhymed endings. Here the actor will have delib-
erately to stress the lines for their sense value, against 
the even pull of the rhythm, 
The exact and proper blend of melody and meaning 
in the lyric and epic passages of Shakespeare's plays is a 
subject on which it is hard to theorize. The balance is a 
delicate one, and easily destroyed. An actor who falls in 
love with the beautiful sound he himself is making will un-
,: consciously fall into a set pattern of melody which soon 
becomes devoid of freshness or spontaneous thought, and is 
consequently extremely hard to understand. I once heard 
John Gielgud deliver the Mercutio "Queen Mab" speech in such 
a way that you would never have thought this paticular set 
of words had never been spoken in the world before, and that 
every fresh simile sprang to his brain for the first time 
the instant before he uttered it. Yet he never for a minute 
held up the rhythm of the speech nor gave it a fraction less 
: than itsfullest musical value. Likewise I will always reserve 
·i 
ii 
11 a paticular spot in my heart for the marvelous reading I 
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heard of the closing speech of Puck in A MIDSUMMER NIGHT'S 
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DREAM, by_,_a rank alllateur of only fourteen years. He stood 
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at the footlights of the Redland 1 s Bowl, with the gleaming 
Procellis behind him and the shushed date palms standing 
sentinel on either side as if to proclaim to the whole 
world the wonder of the immortal bard. The words came sylvan 
and melodic, delivered with all the suppressed vitality that 
only youth can give. Surely the people in The Globe never 
were spellbound as was this young Puck's audience. Silent 
tears of admiration shone in pristine brilliance on cast 
members cheeks as the old moon of centuries broke through the 
clouds and gave its eternal celestial blessing. Some actors 
seem easy to hear and perfectly easy to understand when they 
speak Shakespeare, others seem confused and obscure. It is 
not a matter of speaking loudly, but of a clarity of mind 
and speech. A projection of an image and an idea. 
The director's problem lies with the individual 
actor and with the ordering of the orchestration of voices. 
The great scenes of the tragedies, and many of the comedies 
too, are like a symphonic score in which the individual 
voices serve as instruments, conflicting, modulating, and 
combining both in tempo and in melodic line. The director 
must try to hear the full score, steadily and whole. He will 
be able to do much by the use of tempo. It seems certain that 
the actors of Shakespeare's day played very fast. No modern 
company could get through a production of ROMEO AND JULIET 
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as Shakespeare's prologs promised his own company would do. 
'i But most of the plays gain by a general swiftness of attack, 
so that the "slow movements'' gain in efficacy and the line of 
the play is preserved unbroken. Again the matter of rubato. 
There is nothing solemn about doing Shakespeare; 
there is no secret or obscure ritual. On the contrary, he 
is the best possible fun. You can go wrong a good deal of 
the time, but it is almost impossible to go wrong all of the 
time, because the author is just too good for you. You can 
do anything and everything, and still find you haven 1 t caught 
up with him. Many modern plays present the director with very 
little straw out of which to contrive a playful of bricks. 
But here the straw is unlimited and you can make as many 
bricks as your imagination and energy allow you, and still 
have straw to spare. It will be fun to do, and enormously 
worth while, and Shakespeare will stand up to almost anything 
except pomposity and boredom. 
II. DIRECTION 
C. STYLE 
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All art is created through selection and arrange-
ment. The painter, painting a woodland scene, selects a 
cluster of trees, a single tree in the foreground, a stump, 
then arranges his selected material according to the rules 
of composition. The playwright, writing a play about life 
in a New York slum, chooses his locale, determines just when 
the action takes place, and decides what characters he will 
include, then arranges these materials in such a way at to 
give, in his judgment, the best possible play. 
The degree and amount of this selection and arrange-
ment determines the style in which the work of art is cast. 
The more selection and arrangement employed, the more remote 
the style is from reality; reality, that is, in terms of the 
common and conventional acceptance of things as they are in 
life. Styles in theatre parallel those in the other arts 
rather closely, though often are a few years behind some of 
the arts. This is because theatre is an impure art, and is 
a brilliant admixture of all the arts. Music and architec-
ture are the most pure arts in this sense. 
These are styles of art that can be conveniently 
arranged in a style scale ranging from the least amount of 
selection and arrangement to the greatest amount of selec-
tion and arrangement. At the top of the scale is naturalism, 
the style which is nearest to life as it naturally is, things 
as we commonly accept them, life in the raw. At the scale 
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i'i !i side opposite, is symbolism, the style with the greatest 
amount of selection and arrangement. It presents life or 
an object, not as we see it in the usual sense, but through 
the symbols representing that object or life situation. 
The complete scale of styles of the theatre is: 
Naturalism: Developed in France by Zola and Antoine, 
Realism: 
Selected 
Realism: 
late nineteenth and early twentieth cen-
tury, and in Russia by Stanislavsky and 
Checkov, at the turn of the century. 
May be compared with the French impression-
ists in painting--''the slice of life.'' 
Came into its own in mid-nineteenth cen-
tury. Victor Hugo, though a romanticist, 
was in revolt against romanticism and clas-
sicism, thus starting the trend toward 
realism. Ibsen best early example of 
realism, then came Jones, Pinero, and the 
present century realists. May be compared 
the painters of the Renaissance. 
Realism with a higher degree of selection 
and arrangement. The style most prevalent 
in the American commercial theatre during 
the first half of this century. May be 
compared to the Eighteenth Century Classic 
artist. 
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Romanticism: 
Classicism: 
Stylization: 
Reached its peak in Shakespeare's time 
in England. In time of Lope de Vega in 
Spain. Was revived in France in late 
nineteenth century by Rostand. 
Heroes of plays are bigger than life, 
usually from remote time and places. 
Dialog and movement lyrical. Actors 
must project voices and gestures sug-
gesting grandioisity. 
Actors play in mostly open positions. 
Movement may be less:•motivated. 
Settings unrealistic, coming more from 
content of lines than from mis-~-scene. 
Gestures must be free, open and sweeping 
but true to period and character. 
May be compared to the Dutch Masters 
and for dramatic value to El Greco. 
Greek Golden Age was the period of 
classicism. Revived in France by Racine 
Corneille in seventeenth century, but 
referred there to as neo-classicism. 
May be compared to Greek architecture. 
Style composed of style itself. Belongs 
to Restoration comedies, comedies of 
Moliere, and nineteenth century and 
' ,, ,, 
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modern farce. Plots possible, but im-
probable. Tailored for theatrical effect. 
Story, dialog, and characters, artifical, 
and satirical (often remote) but always 
recognizable. 
May be compared to the graceful and 
decorative art of Decoupage, as exempli-
fied by Jean Pillement in the eighteenth 
century and Maybelle Manning in our own 
time and country. 
Expressionism: Purely a post-Freud product. Developed 
early this century but improved by O'Neill 
and Rice during the 'twenties. May be 
likened unto Dali and the sur-realists. 
Symbolism: Experimented with very little in theatre, 
mostly in this century and with irrelevant 
success. Style too obscure to be practical 
in the theatre. 
Impressionism: Pertains to setting only in theatre and 
is representational of the whole by a 
segment. 
Constructivism: Also applied mostly to staging. Developed 
by Meyerhold in Russia. All scenery and 
props are suggested by skeleton scenery. 
A kind of super structure. 
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II, DIRECTION 
D. STATEMENT OF INTENTION 
:i 
,! 
THE DRAMATIC IDEA 
Man's strict observance of the conventions of 
society shows his lack of perspicacity, He is most happy 
when he follows his heart in a "love-is-blind" way, The 
fairies may laugh for they control their own destinies 
by their hearts--the ''rule of the fairy kingdom,'' Bottom 
demonstrates the illiterate bliss enjoyed by the ''rude 
mechanicals" when he is blinded by the love juice, Sex 
as the culmination of love (exemplified by Queen Elizabeth 
I's parallel, Titania as protagonist) is the motivating 
force of the play. 
THE DRAMATIC KEY 
Enchantment, played in the key of comedy, is the 
catalyst of our admixture of romantic adventure, fantasy, 
earthy comedy, and character of bigh and low degree, 
,J 
"I beg the ancient privilege of Athens •• , 11 --Egeus 
"Never did the course of true love run smooth," 
--Lysander 
"Lord what fools these mortals be," --Puck 
''These things do best please me that befall prepos-
terously," --Puck 
"My Oberon, what visions I have seen,"--Titania 
"Reason and love keep little company together nowadays 
The more the pity that some 4onest neighbors will 
not make them friends." --Bottom 
1 51 
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The objective is to see "true love'' run smooth 
in a dream-like world of fantasy in which we are transpor-
ted from our own lifeless, conventional world into a mar-
velous fiction of a "cotton-candy" world. 
THE THEATRICAL REALIZATION OF THE DRAMATIC IDEA 
Enchantment, fantasy, and stylized Romanticism, 
should pervade all aspects of the production. 
ACTORS: Simple reality modified by the "grand-manner" 
of Romanticism. Use Semantics, to communicate; 
Dialog, to work for sub-text and meaning; Die-
tion, vowels must be pure and consonants sharp; 
Rubato, the nuances and peaks of each beat as 
well as the whole play. 
DIRECTOR: Should strive for lyric movement and speech. 
Must use the dynamics of movement and all the 
elements of composition--balance, emphasis, 
focus, correlation, stability, variety, planes 
DESIGNER: Impressionistic. Cabaret styling. Three 8' x 
8 1 platforms with step units. Small stage at 
end of room draped and used. Taped pathways 
connect the platforms. Audience seated at tables 
around platforms, thus making use of the entire 
room. 
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COSTUMER: Early Italian Renaissance in tone. Mortals 
must be noble; mechanicals in rough peasant 
dress; Fairies--frothy and the most Eliza-
bethan in tone. Titania in blues and greens 
with garlands of flowers, Oberon not in black, 
and Puck should not be a miniature Peter Pan! 
LIGHTS: Should illuminate all the acting areas and path-
ways as brilliantly as possible. Enchanting 
mood lighting for forest scenes. Predominately 
warm colors used for daylight scenes. Need not 
be motivated. Fanciful. 
MUSIC: Internal music by 17th century composers, 
principally Purcell, who wrote specifically for 
MSND in a style in keeping with the country 
dances of the time. Entracte music should imi-
tate and compliment this same mood. 
PROPS: Need not be realistic. Exaggerated for comic 
effect. Fanciful. Real flowers for wedding!?! 
CHOREOGRAPHERS: Dances should delight the eye and entertain. 
Free to determine all dance movement within 
their interpretation of the play, so long 
as it does not violate the director's inten-
tion. Key to style may be seen in the dir-
ector's staging of the Masque. Dances should 
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III. PERFORMANCE 
A. DIRECTOR'S LOG 
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FRIDAY, MARCH 2 
First Read-Through 
General Reading. I read all parts of characters 
missing to give a sense of flow, rhythm, and general inter-
pretation; but not individual characterizations nor for 
meaning. Cast sounds well together. I described set in 
detail. Gave general rules for rehearsal begavior. This 
appears to be a serious cast when in rehearsal, but many are 
involved in other projects, so must use firm hand to keep 
them loyal to this show. Need a stage manager, Theseus, 
and Demetrius. 
SATURDAY, MARCH 3 
Read and discussed Act I in detail. Examined individual 
line readings to some extent. Made certain that all archaic 
. _:;-
words and double-entendre meanings are clear. Discussed source 
plots of the four plots and talked of their inter-relation 
and inter-dependence. Actors full of questions pertinent 
at this stage and eager to charge ahead. They grasp details 
quickly in general. Discussed the bawdy lines. I asked 
actors to define any word or phrase they sounded vague on. 
Thus I hope to eliminate just reading "words". Many meanings 
have changed in today's usage, and I feel actors must be 
aware of them. Talked with Mr. Nicholson at length about 
getting a stage-manager. I was able some weeks ago to get 
my designers from Mr. Armistead, but still no stage-manager. 
My own notes for these rehearsals are woefully inadequate--
also I must bother with posting rehearsals and keeping atten-
dance. 
SUNDAY, MARCH 4 
No rehearsal. 
MONDAY, MARCH 5 
Discussed Act II in detail as Act I was done. I now 
have a good Lysander; need a Theseus; and most desperately 
need a stage-manager. 
TUESDAY, MARCH 6 
Discussed Act III in detail--most complete cast call 
so far. Some trouble with class secnes. These directors 
feel they have prior demand on actors' time. I am being 
rather acquiescent during these early days, but not out of 
sheer choice. This show needs every moment of time the 
actors can give it. Also we need concentrated effort as a 
whole cast. I well remember as a class-scene-director 
i giving up actors for grad shows and felt no resentment in 
doing so, because I knew my time ~uld come--yet here I am 
giving in to this stupid Revue of all things! I shall 
certainly include 1n my general critique to the faculty 
when I graduate that I would seriously recommend that such 
time-consuming shows be carefully reviewed before permission 
is granted to produce them. I am sure Mr. Cooper wants 
the best show he can put together, but it~pears to me that 
this is "to impress" and not "to learn". Mr. Scheffler 
used freshman and after all he is a graduate student with 
exceptional background, but Ruffin Cooper 1s only a Sophomore 
transfer and he used valuable talent that now is too tired 
to join our company--certainly I need some of those dancers. 
Also I have not had my Demetrius or Oberon but to a single 
rehearsal yet, and won't have for several more days, and 
they both need a huge amount of work to even approach 
their roles! Enough!! 
I am thanking my lucky stars that I got Pat Berlly 
today as SM. She is going to be marvelously efficient which 
is what my erratic high strung approach needs as a steadying 
influence. 
WEDNESDAY, MARCH 7 (ASH ii'EDNESDAY) 
Blocked Act II today. Scene 22 in pm and 21 at night. 
Pat and I taped the floor in 410 with ground plan and had 
Mr. Thommen give his approval. He suggested that I constantly, 
remind actors that the taped squares are really platforms 
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with height! Also that each of these ''little'' stages is 
surrounded by audience. Actors took general blocking quickly, 
easily, and with no fuss. They are really enjoying the 
show which pleases me. Not one "I don't feel it" today!--
good cast to work with! Pat as SM is director's dream. 
Lovely, lovely production book. Again in evening actors 
most cooperative and adapted to set outlines marvelously. 
All very excited about detail of blocking--gave a small 
amount detail to mortals and Puck--they cll loved it and asked 
for more. Demetrius has had no rehearsal yet--this concerns 
me--he is tied to Ruffin's Revue. Also I gave mortals 
their blocking for Act I tonight. Then we discussed "All 
the world's a stage." Tried to discover what this meant to 
each of them individually. The phrase is so hackneyed, 
but intrigues me when really given thought. They agreed that 
they must approach these characters as in real life first, 
then distill the essence of life and enlarge it and command 
their space, speech, and audience with this knowledge. We 
agreed that while life is dramatic, that it cannot be 
transferred directly to the stage, but must be" selected" 
and "stylized" first. Pat had every note down as I gave it 
--she is excellent. 
THURSDAY, MARCH 8 
Blocked Act I today. Had to work in 410 again as 
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Mrs. Zabarsky says that 171 is tied up for three days. I 
worked with clowns this afternoon and fairies this evening. 
Mortals were blocked yesterday in the act so I did not 
recall them today. Clowns worked well--Snout absent so that 
this was some handicap for others but I stood in when 
possible. Fairies are excellent, but I really cannot venture 
much on their roles until Oberon appears. Pat was not 
excused tonight, but I know inwardly he was working on 
Ruffin's Revue, 
FRIDAY, MARCH 9 
Easy rehearsal today--only clowns to be blocked in 
Act III. No need to call fairies for their two lines and 
I blocked mortals in the first half-hour this afternoon. 
Fred made rehearsal today as Demetrius, showed good concen-
tration, despite the Revue tonight. He is bringing more to 
the part than I had first expected, Wish Pat were doing as 
well with Oberon, but he is very inexperienced; I have 
confidence he will shape up. Puck needs individual work; 
I feel the big room and music tomorrow will help him. Bob 
Lehan's CAVE DWELLERS tonight. 
SATURDAY, MARCH 10 
Long, long rehearsal day. I am dead but excited. 
Worked on blocking Opening Masque most of the day. The cast 
and dancers very excited about music and processional. They 
learned steps and movement more quickly than I ever supposed 
they would. I guess not everyone is as poor a dancer as 
I! Finally had a run-through at 3:30. Sally Bowden not 
with us to do any choreography as she said she had to go 
to New York City--had planned to do so for a long while. 
The dancers we finally settled on will look well together 
and are surprisingly talented--I am pleased. That Purcell 
music is just perfect. I am so glad Thommen insisted 
that I not use the Mendelssohn score. That scene has a 
ten minute overture which could be rather boring as recorded 
music, but this type of an overture--as separate entity 
staged as an Elizabethan Court Masque--is terribly exciting. 
Cast adapted well to the larger room--this (171) very nearly 
approximates our space limitations of Room 210 at the 
theatre. Good day's work. 
SUNDAY, MARCH ll 
No rehearsal. 
MONDAY, MARCH 12 
Lines Memorized Act I 
Gave detailed business today. Clowns had lines well in 
hand. They were able to rehearse in 171--that larger room 
certainly helps. Peter Quince a little slow on lines but he 
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1s coming along--today is the first day for lines and 
this is the longest act--but Earl is a grad student and 
should be able to apply himself. Bottom knew lines per-
fectly. Tonight mortals and fairies upstairs--lines rather 
shaky and Oberon not knowing his at all. Puck certainly 
has blossomed forth .since Saturday in the big room. He only 
needed the impetus of music and space to help let go, I 
guess• Spirit of mortals is lagging. John Wexo absent 
because of his nervous disorder--this may prove a ser1ous 
complication. Hope not. 
TUESDAY, MARCH 13 
Lines Memorized Act II 
Several people late this afternoon and work concentra-
tion poor--lines not at all well learned. I gave detail but 
they do not retain it since they are struggling for lines. 
Sally has all my records and is listening to music to 
choose her dances. Says she will have four dances choreo-
graphed this week--she has not yet called her company which 
bothers me--but I knowffie needs time. Tonight's rehearsal 
not much better. Tiffany generally works well, but is a 
very moody girl and does not help general morale. Brenda 
is always full of the true spirit of the play--of course she 
has been in it before and that always helps, for it is a 
"dream-memory" show. Fred apparently works hard--of course 
- -- -.--~-:::::.---~ .;" 
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he is a good director and is inventive--he brings something 
new to each rehearsal. John is falling behind, but I am 
sure will catch up. This illness does not help, I know. 
WEDNESDAY, MARCH 14 
Lines Memorized Act III 
Clowns know lines well--except for Peter Quince who is 
shaky and Snout who has no excuse--and 11 hours late besides! 
John Wexo absent again today--! excused mortals tonight from 
play within the play because I was giving detail to the 
clowns. Spirit way down, no concentration, Demo is getting 
ill. Cast rallied some enthusiasm over going to see Yale's 
MSND this Friday night. 
THURSDAY, MARCH 15 
Wanted Salley to work with principals on their dances 
tonight, but no such luck--she had a feeble excuse. She 
promises to come Saturday at ll am and work all day. I 
had mortals work some on their part of the Opening Masque--
Fred, Tiffany, and Steve with Roberta have been working. 
Worked with Pat and David today on all Oberon and Puck 
scenes. David is going to be a good Puck, Oberon needs a 
fire lit under him. I am able now to keep his attention 
better--he used to break character terribly and withdraw 
into defense mechanisms. When he would forget lines he 
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would blubber with his lips and hide his face in his hands, 
Also was very nervous and would laugh, giggle or make 
•: faces at other actors--he now has learned to concentrate 
better and not break character so much--he is so, so young--
European children are protected by discipline in a much 
different way than we are in the States. I suppose the 
transition to complete freedom from authority made him 
unable to self-discipline himself. 
Tonight I ran Act I--lines well down, but interpretations 
way behind, Bottom home very ill with flu. David Barber 
must miss next few days because of being crew chief for 
ARMS AND THE MAN. I am upset but Mr. Nicholson is absolutely 
adamant that he must do this job--tells me to find another 
clown--as if a spare male existed in this school! Oh, well!! 
Tomorrow we are off to Yale--I am truly excited--have never 
seen a production there, and I want to see Connie Welch 
again. 
FRIDAY, MARCH 16 
No rehearsal. Cast to Yale's A MIDSUMMER NIGHT'S DREAM. 
SATURDAY, MARCH 17 
Cast enthusiastic after Yale's production. We are all 
sure that ours will be a superior production--! pointed out 
to them the careful movement, excellent handling of their 
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costumes and the marvelous diction the Yale cast had--all 
of these ''more conservative" elements we need to strive 
for. They are often so lacking in BU productions. Of course 
I am expecting my cast with principally freshmen to surpass 
an entirely graduate cast. Certainly we did not agree 
with their marionette fairies. Called rehearsal at 10 as 
usual for Saturday. After 11:15 people were marked late--
Tiffany and Earl making the late list--and of course Charlie 
Hunt--he was not present all morning and finally appeared 
late pm. Demo still home sick and David Barber crew 
cheifing for ARMS AND THE MAN. I also excused Pat Bruce. 
to go home--her mother is ill and needs her. She is a 
good worker and a marvelous little dancer. Bob Mull is 
having serious problems with school work--may be forced to 
drop part--I am giving him three days off to study for 
mid-terms. I do hope he pulls through--boy is unsettled 
and needs serious guidance along academic lines. Sally 
Bowden did not appear at 10 or ll as she promised. I called 
her at 12:30 and she said that she never said she could 
come at 11--oh, well. She then said she was waiting for 
David A. to come from theatre at l pm to come over to SFAA 
with her--I said OK. At 2:30 I was disgusted and just 
beside myself. Pat B. called her and h~ roommate answered. 
The roommate covered phone and asked Sally if she were home. 
d 
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Then she said to Pat, "No, Sally has already left." Pat 
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said, ''Look, do me a favor? Phil is at his wits' end and 
I am d--- mad and so tell her to get over here quick! I 
know she is there." Well, Sally appeared at 3:30 all smiles 
and I returned them and calmed Pat B. Down. Sally choreo-
graphed all of 12 bars with the dancers in the I! hours 
that remained and promised to work further on Thursday night. 
Processional Masque down too today, and cast is tired, but 
I got some good rehearsal. Had excellent speech session--
worked mostly on lazy consonants, as I have had them all 
so aware of vowels from beginning that they sound fairly 
pure by now. 
SUNDAY, MARCH 18 
No rehearsal 
MONDAY, MARCH 19 
Worked Act I today. 
TUESDAY, MARCH 20 
Worked Act II today--no comment! 
WEDNESDAY, MARCH 21 
Good rehearsal of Act III today. Also worked with 
fairies in afternoon. Pasqual 1s coming along great strides 
--David will truly be the epitome of Puck; I am so pleased 
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with him. We just lost Bob Mull on Monday. His school 
work is just too heavy a burden, so I must now find a 
new Robin Starveling and Egeus. No one in this school 
can play age at all well. Mrs. Machlin heard rehearsal 
on Monday and gave excellentnotes on diction--speech has 
been better and the acting was absolutely horrible, I could 
have cried. Tomorrow Mr. Thommen sees Act II. 
THURSDAY, MARCH 22 
Mr. Thommen came today and felt the lovers were good 
basicly. However he wants all conflict sharpened and 
wants a great deal more comic business and exaggeration of 
comedy bits. They need to really be funny and to do this 
they must take seriously what they are doing. This man is 
really a genius for style. 
FRIDAY, MARCH 23 
Worked a lot on fairies in Act !!--Oberon growing now 
rapidly--still no reality but Mrs. Machlin's constant help 
is really paying off. Wend to see Dr. E. today--Sally 
Bowden accomplished nothing in dance rehearsal last night--
the situation cannot continue this way--dancers are complain-
ing to me. I asked Linda and David Figg to take over--
they are willing to indeed. Dr. E. says I must not endanger 
production in any way. He impressed upon me that this was 
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all very experimental--that several faculty members had 
expressed disapproval and were watching with a "show us and 
prove yourself if you can (but you can't)" attitude! He 
said he had pushed for this because he felt we needed more 
''controlled experimenting'' in Room 210. Also he said 
Rendez-Vous last year was such a failure that this as a 
production would be used as a precedenting example in the 
future--that is, if further requests come in to combine 
music, dance, and the speaking role, that they would refer 
to the success or failure of this piece--he said he felt 
that I owed it to my whole career to tactfully but firmly 
dismiss Sally. I sent her a special delivery three page 
letter this afternoon and asked her not to come to tomorrow's 
rehearsal ••• Off to Dave Deacon's show--ARMS AND THE MAN 
by Shaw. 
SATURDAY, MARCH 24 
Much of today given over to dance in Room 171, David F 
and Linda making heroic strides to get much choreography 
done--I was up very late last night chossing exact music :; 
to bring to them this morning. I worked on speech this am 
while they listened to music and then after lunch they 
took people downstairs. Mr. Thommen came and watched many 
scenes and saw all of Opening Processional--he was very 
excited about the music--said I had done marvelously well 
u-
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in choosing each piece. He felt clowns needed much work 
with repartee with mortals in Act III. I agree!! 
SUNDAY, MARCH 25 
No rehearsal. 
MONDAY, MARCH 26 
Koy Kelly came in today to replace Bob Mull--not the 
best of replacements--but who would be? He is an adequate 
actor and with several special sessions will come along--
terribly inhibited as an actor as well as a person. Congenial. 
with cast. Tonight given over to choreographers who are 
making huge strides. 
TUESDAY, MARCH 27 
Worked with mortals and fairies all day--dancers hard 
at it tonight attempting to get ready for moving into the 
theatre on Thursday. Tonight everyone strikes ARMS AND 
THE MAN, so I hope much work gets done so set goes up 
tomorrow and we can move in Thursday pm. Went to theatre 
about 9:30--everyone gone and set far from up--only one 
platform. 
' :! 
WEDNESDAY, MARCH 28 
_Technica~ __ )Croblems--one platform is right size--another 
can be built up to right size--and finally the third is 
non-existent as are several step units we had planned on. 
Went straight to Dr. E. to get action FAST. "Gordy" Dodge 
fit to be tied because of Jack Sealy's appointment as crew 
chief. I told Nicholson last week that we would have trouble 
over Sealy--! had many objections from crew people--designers, 
and others--! took these personally to Mr. N., but he said 
Jack needed the responsibility, so "Gordy" refuses to give 
him any tools! He will let Bob Lehan (my production manager) 
in the tool room, so he must add this menial task to his 
already overly busy schedule--well, we got a platform, 
had to but two lids for it@ $9.00 each. 
THURSDAY, MARCH 29 
Still many, many technical things to be done--but we 
are moving in today! Went in tonight and ran all music 
cues and had a full run-through; the kids adapted marvelously,! 
Off tonight to Bill Storrer's to tape all music--home finally 
at 3:30 am with Act III to do tomorrow. 
FRIDAY, MARCH 30 
Good rehearsals today; kids finding good basic realities 
and playing conflict big. Adapting very well to stages and 
irregular steps--do wish we could get enough step units 
soon--seems they are being used in the opera. Tomorrow will 
1 G '1 
be first Tech deadline--that is a big laugh. Dancers look 
in good shape--Linda and David have done wonders. Much 
interest around school in show. 
SATURDAY, MARCH 31 
No rehearsal until 4:00, building closed at 8:00. HELP. 
Missed Symphony tonight--need rest--. 
SUNDAY, APRIL l 
First Sunday rehearsal. John Wexo ill again. Cres 
has so much work to do. Lights have one platform done, it 
really is lovely. Costumes are moving along rapidly. Long 
philosophical talk about life and beauty of one's are--
each day we have a motto or saying--today's (and also for 
rest of the show) is "To really love, you must love as if 
it could be lost today." I told everyone they must conserve 
strength--rest at every spare moment, love each other, 
love their show, see beauty around them in a single blade 
of grass or a mighty tree. Watch a sunset for three minutes, 
take an extraneous walk in the park. 
MONDAY, APRIL 2 
Good rehearsals today. 
Tech crews way behind still. 
I 
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TUESDAY, APRIL 3 
Mr. Hirsch came tonight. He thinks Opening Masque is 
too long. Feels show will pull together will. Rehearsal 
down a bit--people tired. I am tired of crew work--told 
everyone so. Tomorrow better have results. 
WEDNESDAY, APRIL 4 
Mr. Thommen here this afternoon and up until 7:30 to 
see run-through with lights and few costumes. Fairly good 
first dress. John Wexo absent Monday, Tuesday and today--no 
work, no excuse. 
THURSDAY, APRIL 5 
Good good dress rehearsal- Mr. Thommen here this pm and 
now tonight make-up, lights, many costumes, good show! 
Gave ten pages of notes and told kids to concentrate for 
tomorrow. I have done quite a bit of my own crew work. 
FRIDAY, APRIL 6 
TO THE LIONS! 
i. 
'I 
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III. PERFORMANCE 
B. LIGHT PLOT 
Critical Comments on Design 
by David Auslander, Light Designer 
1 I ) 
171+ 
The lighting plot for A MIDSUMMER NIGHT'S DREAM was 
motivated by two main ideas: bright, comic light; and unity 
of mood and place, with a differentiation of city and forest. 
The director gave me a ground plan and simply said that he 
wanted bright, comic-fantasy lighting on the platforms, the 
stage, and the stairs and aisles. The doorways and the 
aisles immediately in front of the doorways need not be lit. 
My supply of instruments consisted of the following: 
Number of 
Instruments Type Lamps 
15 Mormans 150w spots or floods 
5 Scoops 500w of lOOOw 
2 2 in. P.C.'s 150w 
1 3! in. Fresnel 150w 
4 Perveres 400w 
2 6 in. P.C.'s 
Fresnel lens 400w 
3 6 in. P.C. 's 400w 
1 6 in. Leko 500w 
3 Wizards 10 - 400w 
5 "Keath Boxes" 150, 300, or 450w 
4 Tin Can specials 150w 
45 instruments 
Of these instruments, the wizards proved tobe useless. 
The Leko and the 3! in. Fresnel were borrowed from the main 
stage's equipment, while the tin can specials and the Keath 
boxes were home made. 
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My first area of concentration was the platforms, each 
area of which had to be lit for scenes in the palace, day, 
and the forest, night. I immediately discarded the day-night 
concept and concentrated on the contrast between the city 
and the forest. 
For this effect, I decided to use two circuits for each 
platform, one for forest light--cool, and the other for city 
light--warm. By varying the intensity of the two circuits, 
I could achieve a city with cool overtones or the forest 
with warm overtones, thus giving a contrast of warm and cool, 
basic to all lighting. 
The positioning of instruments about the platform 
presented quite a problem, for each platform had to be lit 
for between "half and full round". Also the type and number 
of instruments available was such that I had to decide 
which physical factors to sacrifice and which to exploit; 
angle, intensity, or coverage. The final positioning of 
pipes and instrumentswas not the most ideal, and if there had 
been time, I would have attempted to find a more successful 
combination. 
I placed the primary light sources in a position which 
corresponded to the angle from which the greatest number of 
people would view the platform. I then placed the secondary 
lights in positions between 900 and 1100 of the primary 
source. Thus on Platform 3, Secondary Source B is approxi-
!I 
' 
mately 90° from the Primary Source A, using the center of 
:1 the platform as the origin. However, I violated this rule 
when a slight change in position would be helpful. For 
example, S.S.-D is less than 90° from S.S.-C. In this 
change of position, instrument D will now cover people coming 
up or down both stairways. 
Platform 2 uses this basic rule, but once again there 
1s a change. This change involves the lack of instruments 
on one side. The tlocking of the scenes on this side made 
considerable use of the corners of the stage near the center 
of the room, and needed additional light. Therefore, I 
took the instruments of the A-B side where there was the 
least audience, and moved them to the near corners (C and D). 
The spill from the other instruments gave enough light for 
people on the A-B side to see. 
Platform 1 did not have an audience on one side, and 
therefore need not be lit from that direction. In this case 
I worked from a tringular form and put a light back there 
(area B) only for its back lighting value. On this platform 
I also placed a "Keath Box" as a "moon light special", with 
the thought that unidirectional light might be effective in 
some scenes, particularly the "flower" scene. However I 
was unable to perfect this usage, and it acted only as an 
additional light source. 
The blocking of the play required the addition of lights 
on platforms 2 and 3. The use of the area in front of the 
stairs on these platforms with the characters looking up on 
to the platforms required light to cover them. I therefore 
added these lights pointing down the stairs. On platform 
2, I used a 2 in. P.C. and on platform 3, I used the 3t in. 
Fresnel, since this area was greater. 
The circuiting of the intrurnents on the platforms 
proceeded logically. Each platform was wired in two circuits 
of alternating lights according to the gel scheme; that is, 
warm--cool, warm--cool. Since all the warms were on one 
circuit, and likewise all the cools, I could vary the inten-
sity of one or the other color. 
Platform 2 was an exception to this alternation of 
warm--cool. Again due to the time factor, I was unable to 
reverse two instruments, and as a result, there were two 
warms together and two cools together. 
The circuiting of the additional lights for the stairs 
of platforms 2 and 3 was on an independent. The circuits for 
these platforms were at their maximums and therefore I could 
not add these lights to these already-used circuits. Also 
these lights carne on only when they were called for, which 
was both in the city and the forest. 
The gelling of these circuits was determined by their 
forest or city use. For the city, I used pinks, lavenders, 
1774 
and a minimum of yellow. The forest used greens, lavenders, 
blues, and some pink. All of these gels were variegated; 
that is, were a mixture of different colors. This was done 
to create a "woodsie" effect and a "sky" effect. This also 
prevented a flat wash of light, and contributed to mood. 
On each platform I used a Pervere and focused a circle 
of down light on the center of the area. These instruments 
were circuited together and were of different shades of 
lavender. They were used for three purposes: (l) down fill-
in light; (2) unity; and (3) the fog scenes. 
As "down" lights, these instruments added plasticity to the 
characters' features and filled in some of the dull spots. 
The "unity" which I desired was that of one place. Each 
platform was either in the city or the forest and yet was 
in "another part of the forest (or city)". The lavender 
thus gave a sense of this one place, yet differentiated 
between the various areas, and being neutral, the color 
worked both in the city and the forest. 
Since we were unable to get "physical" fog, this 
effect had to be created with lights alone. I therefore 
tried to recreate as much as possible the lighting conditions 
of fog; that is, an absence of sufficient light to see clearly, 
' 
By using these Perveres, without any other lights, I hoped 
to get this effect. They were partially successful but not 
completely. 
:t 
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The lighting of the aisles between the platforms was 
quite difficult, since I did not have the correct instruments 
to light them properly. I first attempted using wizards, 
but their wide field lit up the entire room, without adding 
to the aisles sufficiently. I next tried Perveres, but 
these also proved unsuccessful. I then built four spotlights 
using number ten tin cans with 150w spots in them. These 
gave a sharp down light and were quite effective when the 
actors found the light. These aisle lights were supposed 
to be gelled lavender, but since we ran out of this color, 
I had to use a light blue. These lights were circuited with 
the Perveres on the platforms and thus formed a circle of 
down lighting on platforms and paths. 
The only other light on the pathway area was special 
spill light for the area in front of the stairs to the stage 
where some dancing was done, and another spill light in the 
same general area used during some of the forest scenes. 
There was also a special light over the table on which Puck 
stood at several points. 
The lighting of the stage and steps was quite simple. 
I used two scoops on the stage pointing straight down and a 
Leko pointing in from the next pipe out. The steps were 
covered by two P.C.'s crossing over which were located on 
the second pipe. 
---!':" 
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The selection of instruments presented some interest 
situations. A "Keath box" with two l50w lamps gave off more 
light than a P. C., and these were therefore used as the Pri-
mary Sources of light for the platforms. The scoops were of 
value only when their field could be masked off. They 
gave such a wide field that they would light up half the 
room, therefore they were used only as house lights and on 
stage where they could be masked. As a spill area light, 
the scoops could be controlled and were thus used. 
The execution of the light cues by the crew did not 
achieve the quality which I desired. I wanted the lights 
to seem to flow from platform to platform as the action 
moved--for example, Bottom's cross from platform 3 to 
platform l. Also I wanted the light to focus the audience's 
attention on that platform where the next action was to take 
place. The smoothness of dimming necessary for this was 
never achieved. 
The presence of light on the platforms where no action 
was taking place was questioned at the critique. I had this 
light there for two reasons; unity, as described earlier, 
and composition. The absence of light on these platforms 
made all light movements quite obvious and ~rupt. Although 
this did focus attention, it was too extreme and destroyed 
the idea of one forest or one city. 
1 B 0 
Another light situation questioned was the playing of 
lights between the second and third acts. This cue was 
a product of the director and was put into the show only 
over my protest. I did not like it or want if, but the 
director has the final say on all lighting. I also did not 
like the series of light cues for the house dimming, but this 
also was the director's idea. 
On the whole, I was quite satisfied with the lighting 
with only a few exceptions. If I had had more time, I would 
have concentrated on developing the smoothness of the 
execution of cues and the moving of certain instruments. 
One other area of lighting of the show comes to mind--
the lighting of the halls outside 210. By replacing the 
white lamps with colored ones, I hoped to contribute to 
mood. The progression of white to yellow to red to green 
to blue was quite successful, as far as I was concerned, and 
definitely aided in thecreation of mood. 
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III. PERFORMANCE 
D. MUSIC USED IN PRODUCTION 
MUSIC USED 
A. PRE-CURTAIN: 
l. Purcell: Sonata for Trumpet and Strings in D (7) 
2. Boccherini: Minuet (4f) 
3. Respighi: Ancient Airs and Dances for Lute 
Suite No. 3. Passacaglia (3) 
4. Purcell: The Fairy Queen 
Swan Symphony ) 
Dance for the Fairies ) 
Dance for the Green Men ) 
5. Respighi: Ancient Airs and Dances for Lute 
(4) 
Suite No. 2. Campanae Passacaglia (3) 
6. Gabrielle: Canzona No. 2 (2) 
7. Respighi: Ancient Airs and Dances for Lute 
Suite No. 2 Bergamasca (5) 
B. CURTAIN: 
l. Handel: L 1Allegro 
"I'll To The Well Trod Stage Anon" 
(2) 
C. OPENING MASQUE - Sixteen Minutes 
l. Purcell: Tune and Air for Trumpet and Orchestra 
in D (First 2/3 of Composition) 
2. Carlos Seixas: Tocatta in D minor (Organ) 
3. Purcell: The Fairy Queen 
Prelude 
Hornpipe 
4. Handel: L'Allegro 
"Or let the merry bells ring round." 
5. Purcell: Tune and Air for Trumpet and Orchestra 
in D (Final l/3 of Composition) 
ii 
" [j D. ACT I DANCES AND INCIDENTAL (See Prompt Book) 
;l 
:1 1. Purcell: The Fairy Queen 
Symphony, Act V (Opening measures) 
2. Carlos Seixas: Tocatta in D minor (Organ) 
(About six measures) 
3. Eight Playford Dances: Trip to Paris 
4. Purcell: The Fairy Queen 
Symphony, Act IV (First movement) 
5. Purcell: The Fairy Queen 
Symphony, Act IV (Final two measures) 
6. Melodram - Flute 
7. Purcell: The Fairy Queen 
Dance for the Followers of Night 
8. Melodram Flute 
9. Melodram - Flute 
10. Carlos Seixas: Tocatta for D minor (Organ) 
(About six measures) 
11. Melodram -Flute 
E. ENTR'ACTE 
1. Purcell: The Fairy Queen 
Entry Dance, Act I (1) 
2. Respighi: Ancient Airs and Dances for Lute 
Suite No. 1 -Finale 
Mazcherada 
3. Wooddycock (Original tune) (1) 
Passo mezzo e 
4. Respighi: Ancient Airs and Dances for Lute 
5. Holburn: 
Suite No. 2 Laura Soave (3) 
Honie-Suckle) 
Night Watch ) (2) 
6. Respighi: Ancient Airs and Dances for Lute 
Suite No. 1- Balletto (3) 
7. Purcell: Fanfare inC Major (Organ) (1) 
!l " 
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:: F. ACT II DANCES AND INCIDENTAL 
l - 8. Melodrams - Flute 
9. Purcell: The Fairy Queen 
The Monkey's Dance 
10. Purcell: The Fairy Queen 
Symphony, Act IV (Final two 
measures) 
fll. Purcell: The Fairy Queen 
Symphony, Act V (Opening measures) 
G. ENTR'ACTE 
l. Respighi: Ancient Airs and Dances for Lute 
Suite No. 2. Danza Rustica (3!) 
2. Pezel: Sonata No. 2 (3!) 
3. Purcell: Hole in the Wall (from "Abdelayer") ( 2) 
4. Respighi: Ancient Airs and Dances for Lute 
Suite No. l - Gagliarda (4) 
5. Purcell: The Fairy Queen 
Echo Dance and Song (l!) 
H. ACT III DANCES AND INCIDENTAL 
1. Purcell: Trumpet Voluntary in D 
The Fairy Queen 
Act V, Symphony (30 measures) 
2. Carlos Seixas: Tocatta in D minor (Organ) 
(About six measures) 
3. Handel: L 1 Allegro 
"Trip the Light Fantastic" (Chorus 
only) 
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I. CURTAIN CALLS 
1. Purcell: Tune and Air for Trumpet and Orchestra in D 
(Final l/3 of Composition) 
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III. PERFORMANCE 
E. OPENING MASQUE 
Staged by Mr. Robb 
----··-----~--. --
···-
Mortals enter Door 1, path 6. Theseus and Hippolyta 
lead. Followed by Egeus, alone. Then come Lysander and 
Hermia, finally Demetrius and Helena. All walk in stately 
procession with slight point to raised foot. Man's left 
arm is fisted and thrust into lower waist. Man's right 
arm is extended parallel to median chest level and elbow 
bent at right angles. Woman's left arm rests lightly on 
top with fingers on partner's hand. Woman's right hand, 
at thigh level, holds skirt one inch from floor. Theseus 
and Hippolyta cross Platform 3 to Platform 2 to Platform 1 
and back to Platform 3. Egeus crosses Platform 3 to 
Platform 2 and leaves Path 1 to go to steps to stage where 
he stands throughout Processional Masque. Lysander and 
Hermia cross Platform 3 to Platform 2 to Platform 1. 
Demetrius and Helena cross Platform 3 to Platform 2. 
Men bow. 
Women curtsy. 
Man lifts woman's arm high as she does full turn. 
Woman lifts man's arm high as he does full turn. 
Partners stand back to back and entwine arms. They 
take two small Elizabethan cross steps to the man's left 
and dip to that side. They then take two small Elizabethan 
cross steps to the man's right and dip to that side (toward 
l9Q 
audience in center). 
Women curtsy. 
Men bow. 
Man puts right hand at woman's waist and extends his 
left and her right arm, as he leads them in a full turn. 
Partners do-se-do. 
Women curtsy. 
Men bow. 
Partners assume original positions as for procession. 
They cross all platforms to stage steps where they stand 
during rest of Masque. 
Clowns enter Door l, path 6. Bottom crosses to 
Platform 3, bows, crosses to Platform 1, bows, waves to 
Platform 3, crosses to Platform 2, bows to both sides of 
Platform, crosses to table by Path 2, where he stops to 
drink a part of a coke from Mr. Thommen's table. Crosses 
to Platform 3. Other clowns enter doing much the same. 
Flute crosses to Platform 3 to Platform l to Platform 2. 
Snug and Snout cross to platform 3 to Platform l. Peter 
Quince crosses to Platform 3. Clowns all wave at each 
other, explore their platforms, shake hands, bow to audience. 
Bottom rides on Peter Quince's back in cowboy fashion. 
Clowns sit on edge of their platforms to watch Masque. 
191 
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Fairies enter Door 1, path 6. Titania enters first, 
crosses to Platform 3, followed by her four fairies carrying 
her train. She is followed by Oberon followed by his two 
attendants. Titania and her fairies cross to Platform 2; 
Oberon and his attendants cross to Platform 1. Simultaneously 
Oberon's attendants bow to him, Titania's fairies remove 
her train. Titania and Oberon then bow to each other. 
Puck leaps onto Platform 3, ''holds''· --Ten measures 4/4. 
Titania pirouettes, her fairies join her in second 
pirouette. 
TITANIA and FAIRIES 
l. L step to L 
R X FL 
L leap L 
R leap R 
2. L step L 
R step L 
--Two measures 4/4. 
L-R ball, change, turning, L leg high 
L leap to L, R leg raised, 
Titania "holds", with R arm raised to Oberon, her 
fairies place themselves on platform (Peaseblossom in Area D, 
Cobweb in Area B, Moth in Area B and Mustardseed in Area A. 
Flute already in center of A-B side.) 
Oberon's attendants bow to him and follow him down 
steps to Path 1. He crosses to Titania. Oberon's attendants 
divide at foot of steps and cross around Platform 1 to back 
side (man to Area A and woman to Area B). They extend 
arms over Platform and pull each other up onto Platform 1 
where they assume pose center focussing on Platform 2. 
Simultaneously, Oberon and Titania bow to each other, 
they hold hands and cross from Platform 2 across Platform 1 
to Platform 3, they "hold" holding hands. Puck comes to 
Platform 2 to First Fairy. 
Simultaneously Oberon's attendants leave Platform 1, 
meet Puck and First Fairy in Path 1--Puck and First Fairy 
go to outside and cross to Platform 1. Oberon's attendants 
have duet on Platform 2, end in pose focussing on Platform 3. 
--Eight measures. 
Titania and Oberon have small duet on Platform 1: 
1. One leans R, one leans L, circling same arm as foot, 
facing one another, each does fouette turn, crossing one 
another on a diagonal to end facing one another. 
2. L hop, touch R toe, arms in demi-second X times in 
all. Oberon takes Titania's R hand with his R hand, turns 
her and she ends in front of him, both with R amrs raised, 
he leaning toward her at bosom. They cross to bench and sit. 
--Five measures. 
1 9 ; 
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Puck and First Fairy do duet on Platform 1: 
Music - ~4 - duet 
l. R leap - L in F attitude 
L leap R in F attitude 
Repeat, 8X in all 
2. R step F 
L leap F, passing through retire 
Repeat 
Break XL over R, rock R, L, RL 
Repeat step 2 and break 
3. 8 runs--man in place, girl runs from stage L to stage 
R behind him, jumps into his arms on 8th count. 
Man turns clockwise 7 counts. Girl extends her 
legs on 8, still in his arms. 
4. 7 counts to go into headstand, 8th counts man 
separates her legs and looks through them. 
5 • 7 counts man puts girl's legs into backbend. On 
8th count he puts R foot on girl's stomach. 
6. 6 counts he crawls under her while she rests from 
backbend. 
On 7th count girl kicks man while he is on his 
knees and he rises with feet spread on 8th count. 
7. Repeat 1--beginning on L foot, facing each other and 
moving forward. 
,, 
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8. Repeat l, turning from each other on 5th count 
and continuing to move away until 8th count. 
9. L step 
L hop R in F attitude 
R step 
R hop - L in F attitude 
L step 
L hop - R in F attitude 
R step 
R hop - L in F attitude 
--Above done moving backward, bumping derrieres on 
last count 
10. L step 
R extend to second 
R to retire 
R extend L 
R X FL 
R hop 
L step F 
Repeat above 
ll. Move together 8 steps on 8 counts 
12. Girl circles man clockwise 8 counts, while he 
makes t turn clockwise for 8 counts 
13. Peddle turn - both in circle for six counts, split 
:: 
leap on count 7, girl lands one knee on floor on 
8th count, while man stands above her and places 
both hands on her shoulders. 
Titania now does solo, complemented by whole company. 
Begin on Platform 3, cross to Platform 2, pas de basque step, 
turns and leaps in the aisle, play with fairies on Platform 
2, using pas de basques and attitude kick turns over the 
heads of seated fairies. After touching each fairy repeat 
aisle combination on cross to Platform l. Titania "holds" 
as Puck runs around her. Beckon to Oberon as Titania leaps 
from Platform l and runs to Platform 3, Oberon following 
he~ he having crossed to Platform l to meet her earlier. 
--Thirty measures 4/4 
Oberon and Titania now do Quet on Platform l: 
l. Oberon waltz to Titania who has back to him 
2. They take hands and waltz one combination toward 
each other. 
3. She waltzes away from him, he remains in place, 
they are still holding hands. 
4. Titania turns in front of Oberon and as he supports 
her she bends back across his body. 
5. She rises and does a pirouette as he spots her 
6. Titania stands in front of Oberon, her back to him 
., 
as both slowly extend their 1 arms to second. 
Titania does developpe with R leg landing on it 
and doing 3-step turn away from Oberon. 
7. She does 4 waltzes in place as he does turns around 
her. 
8. He lands kneeling and she comes to him placing hands 
on his shoulders doing back arabesque with R leg--
he rises. 
9. Back to back, he using 1 arm, she R, they bring 
arms overhead from back to front to back. 
10. They break apart and holding hands do 2 pas de basques 
and then 2 waltz steps facing one another. 
11. They break and face one another again and she leans 
toward him and does 1 back arabesque, then bends 
back as he comes toward her. 
12. Side by side, she leaning on him, she does developpe 
and turns in attitude in front of him. He supports 
her in dance position as he walks around her, while 
she remains in attitude. 
13. They break, he kneels and she goes onto his left 
knee on her right knee and does R back arabesque. 
--Forty-eight measures 3/4 
:: 
Couples now assemble for Maypole Dance. All fairies 
go to Platform 2. Mortals cross to Platform 1, and Clowns 
cross to 3. Puck exits Door 3 and reenters with maypoles 
which he distributes to each platform. Egeus holds pole on 
Platform 1. Moth and Mustardseed hold pole on Platform 2, 
Snout holds pole on Platform 3. 
Mortals do a grand right-and-left carrying their ribbons 
daintily and making the step pattern precisely. At change 
of music they slow to } time and pause to glance at each 
other over their respective shoulders as they pass each 
other. Fairies do polka step in figure 8 in double time. 
At change of music they step, ball, change and back arabesque 
shoulder to shoulder with partners. Clowns wrap in general 
grand right-and-left, but become confused, entangled, drop 
ribbons, fight with each other, finally wrap ribbons down over 
Snout's face and neck. On last measures of music mortals 
kneel quietly together, fairies curl up in sleep attitude, 
as Oberon's attendants tie Titania's train around her neck, 
clowns sit in group. Puck retrieves poles and exits 
Door 3. During dances he has run from platform to platform 
and helped or intervened; he mso has greeted various 
audience members and at one point he has jumped up on table 
in center audience and directed the proceedings. 
Entire company now exits in recessional pageant. 
Mortals cross from Platform 1 to Platform 3 to Platform 2. 
n-
Theseus and Hippolyta mount steps to stage and lie on Roman 
couches. Lysander, Hermia, Demetrius, Helena exit Door 2. 
Each couple bows on each platform. 
Clowns run, stumble, and walk in comic attitudes mimicing 
mortals from Platform 3 to Platform 2 to Platform 1 and 
exit Door 3. 
Fairies cross from Platform 2 to Platform 1 to 
Platform 3. They kick pointed foot about 10 inches from 
floor in stately procession. Oberon and Titania bow from 
Platform 3 and exit Door l, path 6. Oberon's attendants 
do the same. Puck leaps from center table to path to 
Ratform 3 and bows and exits Door 1, path 7. 
The foregoing recessional has much simultaneous movement 
--only exit bows are individually spaced. 
1 9.9 
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III. PERFORMANCE 
F. INTERNAL DANCES 
Choreographed by 
Linda Modyma.n 
and 
David Figg 
:: 
DANCE OF PUCK AND FIRST FAIRY 
l. L step L 
L hop 
R X FL 
Repeat 
Reverse twice, moving right 
ACT I--SCENE 3 
2. Run 2 counts, moving apart, 
Run 2 counts, moving together 
Count 
l 
& 
2 
Man lifts leg, girl runs under, front to back 5-8 
3. Man kneels, girl leap-frogs over him 7 counts 
Both rise and land with feet apart, weight 
on both feet, both facing in same direction 8 
4 & 
l 
& 
2 
8 counts 
L hop & 
R step, X FL l 
Reverse, repeat, 8X in all, ending facing 
each other 
L step X FR, R in arabesque 
L hop 
Reverse, boy and girl going in opposite directions. 
Boy kneels down--4 counts and turning clockwise 
Girl kicks R foot over his head. 
5. R step F 
L leap F, pass1ng thru retire 
Repeat 
Break--X. over R, rock R, L, R, L 
Repeat step 5 and break 
4 counts 
:r 
tt . . 
6. 
7. 
1 step to 1 1 
R close 1 2 
(Girl uses opposite foot, so they come together 
with girl in front of man.) 
Plie 
Girl lifted into air, man's hands around 
3 
her waist 4 
Break--side by side, arms around waists, 4 runs in circle, 
kicking to back. 
Reverse run in circle. 
Each does 3-step turn away from partner--hold 
R step R 
1 X FR 
R step R 
face one another, weight on both feet, 
feet spread 
R hop 
1 X FR 
1 hop 
R X F1 
8 counts 
Count 4 
1 
2 
3 
4 
& 
1 
& 
2 
Repeat -4 
On 4th count land with weight on both feet, 
feet spread. 
8. 8 runs, boy and girl changing positions 
R step F, R arm raised 1 
2 R hop--1 in arabesque 
Reverse last 2 counts. 
Move to position, girl in front of man, back 
to him 
Plie 
Girl lifted into air, man's hands on her 
waist 
5,6 
7 
8 
!l 
kicking to rear, he holding 
Girl goes under his arm, 
Girl runs around man, 
her at arm's length. 
on 7, they both jump in air on count 8. 
ENTRANCE PROCESSIONAL OF OBERON AND TITANIA, ACT I--SCENE 3 
Titania and her fairies enter Door 3, cross to Platform 
l: 
R waltz 
L waltz 
R 3-step turn 
L step 
L hop 
Titania "holds" two measures for entrance, has six 
measures, alone. Fairies enter on seventh, do six 
combinations as described above (four neasures each), 
and take positions on Platform l. Titania alone does 
four with fairies, then does port de bras in center 
while they finish. She ends standing with back to 
Platform 2. 
Simultaneously Oberon and his attendants enter on 
Platform 2 and he moves more slowly than Titania, 
walking around his platform, ending facing Platform 
1, stamping to get her attention. His attendants and 
Puck pirouette, leap, and turn to compliment him. 
--Thirty measures 
20~ 
TITANIA AND FAIRIES' DANCE ACT I--SCENE 5 
Titania and Fairies enter Door 3, cross to Platform l 
Sleep Dance 4/4: 
Fairies dance in circle around Titania who lies in 
middle of platform 1: 
l. L step circleR ) 
Repeat ) 
2. Rock 2 forward ) 
Back ) 
Forward ) 
Back ) 
3. X R FL, away from line of direction, X hands 
over i~ As in blessing. 
Turn to face line of direction, weight on R, 
hands separating. 
Reverse--4 measures in all. 
4. R step R, facing center of circle. 
L X FR 
R stretch to R 
Repeat 3 more times, 4X in all--arms are 
circling overhead simultaneously, moving 
from in to out and alternating arms. This 
travels in line of direction. 
5. Repeat l and 2. 
2 meas. 
2 meas. 
4 meas. 
Titania sleeps center of Platform l. Fairies exit 
Door 3. 
20!i 
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TITANIA, BOTTOM, FAIRIES' DANCE ACT II--SCENE 2 
Titania, Bottom and Fairies enter Door 3, cross to 
Platform l. Titania and Bottom enter first holding 
hands and facing one another. They do following 
combination: 
l. R step R 
L X FR 
R step R 
L heel to L 
Reverse, repeat, 
2. R step 
R hop, 
L step 
L hop, 
3. R hop 
L X BR 
L hop 
R X BL 
R hop 
L X BR 
L hop 
R X BL 
R 
left leg 
L 
R leg in 
reverse, 4X in all. 
in air 
air 
Fairies enter after six measures, dancing in circle 
around Titania and Bottom: 
R step-close-step 
L step-close-step 
R step F) 
R hop ) turning to R, left leg in 
L step F) R leg in front attitude. 
L hop ) 
back arabesque. 
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After once through the combination with Bottom, 
Titania joins them in this step, moving in a 
circle around Bottom while he continues doing the 
first part (l) of the Titania-Bottom combination. 
The fairies alternate the steps given above with 
four pas de basques. 
WEDDING MARCH AND PROCESSIONAL ACT III--SCENE l 
OVERALL PATTERN 
80 measures: 
Couple No. l 
Couple No. 2 
Couple No. 3 
Couple No. 3 
52 measures. 
Fairies enter 
4 me as. to Platform l 
4 meas. on Platform l 
8 meas. to Platform 2 
4 meas. on Platform 2 
8 meas. to Platform 3 
4 meas. on Platform 3 
8 meas. to stage 
40 measures 
begins 8 measures after No. l 
begins 8 measures after No. 2 
reaches Platform 3 at the end of 
on the 49th measure: 
4 meas. Oberon and Titania entrance alone 
4 meas. other fairies enter and Oberon 
and Titania repeat lst 4 meas. 
4 meas. Oberon and Titania repeat 
lst combination and other fairies 
begin leap combination 
4 meas. All repeat leap combination--
Oberon's Attendants are on 
· ··· · n· oc·oc···=·~=·=o'~~. c" c.".~"··.·' ··· .·~~·•oc o .. , ... p ~;\>;j'~~J?I_D ... JL .. ,9 .. :tJ~.l'l~li:,!'\ ..... ~.J!""}'!.t.,!'l l ~-S-'··· 
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At the end of 64 measures Couple No. 3 is on stage 
and the fairies are in aisles and on platforms. 
Last 16 measures: 
Fairies 
4 meas. All together, Figg Combination 
twice. 
4 meas. 2 skater's steps, bow, attitude 
turn, bow 
4 meas. Fairies in aisles--walk 4, 
walk 4, walk 4, turn 4. 
Oberon and Titania--glissade assemble--
Mortals 
R. L. 4 step heels in a circle, 
repeat and add 4 other step turn ln 
releve to join with other fairies. 
4 meas. Circle garland, bring into 
center, pull out and streroh 
across arms. 
4 meas. lst part of Figg Combination 
--4 times moving only back and 
front. 
4 meas. 4 skater's steps, R,L,R,L, 
girls turn under men for 4 
counts, girls curtsy for 4 
counts. 
4 meas. Repeat last 4 meas. 
4 meas. Last 4 meas. of combination they 
used moving around floor--
begins with women walking 
under men 1 s arms. 
End of 80 measures. 
207. 
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FINALE, ACT III--SCENE 3 
Again basic waltz step is used, clowns using comic 
rhythm on it, and taking 20 measures to exit, then 
mortals have 20 measures to sweep down from stage in 
pairs, do a waltz turn and exit, fairies then have 
20 measures. 
Oberon is on Platform 2, Titania on 1--fairies enter 
on 3, forming patterns on the platforms, women turning 
into men who stand in center of platform. Then 
they leave and waltz to Platform l, each doing a single 
Arabesque turn as they exit. 
At the beginning of the fairies' 20 measures Titania 
crosses to Oberon on Platform 2, they do a bend-back, 
him supporting her, then into the lean to the side, 
Titania doing a L developpe. They then go to Platform 
3 where they repeat the attitude walk used in the 
Processional. They then exit off Platform 3' Door l, 
Path 6. 
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BASIC STEPS AND COMBINATIONS USED 
When traveling: 
Count 
l. L step X F R, plie 
R step in place 
l 
2 
3 
4 
L step X B R 
R kick F 
2. R step F l 
2 
3 
4 
3. 
4. 
L in retire position (toe to knee) 
L step F 
hold 
R leg at retire 
R step B 
L leg at retire 
L step back 
3 is done facing away from line 
R step F--hold 4 counts 
When on platforms: 
Women only L step F, circle R 
Reverse 
of direction 
Women turn away from men (3-step turn) 
Women curtsy 
Women walk under men's arm 
l 
2 
3 
4 
4 counts 
4 counts 
4 counts 
4 counts 
4 counts 
Women pose in front of men in crook of his arm 4 counts 
Women pull away from men, turning under his 
arm 4 counts 
Women return to original position of men's arm 4 counts 
209. 
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Fairies use lst part of mortals' traveling step, then: 
R step R 
L step R 
R step F 
R hop, left in back arabesque 
L pas de basque 
R pas de basque 
L hop 
R X B L 
R hop 
LX B R 
L hop 
R X B L 
R hop 
L X B R 
Fairies' leap combination: 
l pas de chat 
R step F 
R hop, L in back arabesque 
L step 
L hop, R in front attitude 
l pas de chat 
210 
Figg Combination: 
R step F 
L touch B R 
L step B 
R step F (! turn) 
L step in Place) 
R step to R ) facing stage R 
L step to R ) 
Then it is reversed 
2nd part of Wedding March: 
Basic waltz step is used throughout, Mortals posing 
on the steps of the main stage, fairies waltzing from 
platforms to floor in front of stage where they form 
arches with garlands on a hop to a 3 count, then in 
pairs they do a waltz turn, place garlands and move 
off. 
:; 
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III. PERFORMANCE 
G. GRADUATE DIRECTING CRITIQUES 
il 
David Deacon: 
Friday night's critique demonstrated a great deal in 
the way of personal reactions to the play. People either 
liked it or did not. Of course, I liked the play because it 
is my type of theatre. However, the statement of intention 
is the important thing in this situation. I feel that it 
was fulfulled; however, within this framework there were 
moments that were not fulfilled. I have already commented 
on the rustics who were burlesqued beyond credulity on 
Friday evening. 
Although the dancing was not always perfection, I, 
for one, am glad that you attempted what you did. 
Titania, Theseus, Puck, Hippolyta, and Wall were among 
my favorites. The consummate moment of the pageant came 
when Puck delivered the concluding speech. It was full of 
that special sort of "delight" which Elizabeth's court held 
in such regard. It was the perfect wedding of all the 
dramatic elements. 
The staging, which is daring, to say the least, was 
quite effective. Lighting was good. I should have liked 
to have seen the foliage mobiles hang lower so that we could 
be reminded of the forest. I realize that this creates 
other problems. 
With the "lovers" I found a certain amount of 
"gimmickness" of the sort which existed in the mechanicals. 
Nevertheless, there were some creditable performances. Good 
show, Phillip. 
Don Knaub: 
This director chose to call it a masque, adding mus1c 
and dance to heighten the script. What results seemed more 
like a review based on parts of a Shakespeare script, and 
even as such was not always successful. Casting seems no 
excuse, even within the cast suitable re-arrangement could 
have been made; your image of the Queen Elizabeth I seemed 
to overpower your actress as well as your Oberon, who next 
to her seemed like a stretched Puck. The mechanicals failed 
to amuse because I didn't think that they took themselves 
seriously; which points to the basic weakness of the production, 
the director concentrated too much on the effects and failed 
to establish a basic reality for the whole thing (play or 
whatever). The play never touched the ground, and unfortu-
nately that's where the audience was seated. 
Paul Wesel: 
In sharp contrast to the dry, academic statement of 
intention delivered by the director, I found the production 
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rich in life, sound, and color. There were but a few 
unenjoyable aspects which I shall endeavor to disclose. 
The music was especially well integrated with the 
other aspects of the production, notably the flute-for-Puck 
music which was excellent. 
During the critique, the question of regional accents 
amoung the "rude mechanicals" arose. My particular feeling 
about it is this: If you feel that a regionalism is 
desirable, then it should be consistent in all characters. 
They are all supposedly from the same town, and when we 
hear Brooklyn, southern, and Bostonian within one small 
group, it strikes a startling note. 
There was no differentiation between Bottom, the 
mechanical, and Bottom, the amateur actor. There are times 
when he plays the role, and times when he is just Bottom. 
I enjoyed several of the performers, notably Puck. 
He seemed, above all others, to catch the spirit envisioned 
by both the Playwright and the director. 
William Allin Storrer: 
The director has realized his dramatic intent, and 
generally he has done it clearly within the context of his 
chosen methods of theatrical realization. 
In the director's realization with actors his emphasis 
should be on simple reality modified by the ''grand-manner'' 
of Romanticism. The acting was much more Romantic than real; 
for instance, Bottom gave me an image of Cyrano de Bergerac. 
The director's realization with himself was obvious; compo-
sitional values pervaded the production. This was not a 
production steeped in meaning of philosophical insight, 
but rather entertainment for its own value. I found the 
processional delightful in all aspects, and felt transported 
to the late 17th Century during it, the music and dances 
were so stylistically appropriate to each other. 
Robert Lehan: 
I will say that Midsummer Night's Dream reaffirmed by 
sometimes-forgotten belief that an evening of theatre is 
meant to be a pleasure. I find it particularly enjoyable 
when I am not confronted with a classic that seems to have 
sprung laboriously from a dusty museum but rather to have it 
bring with it an authentic life of its own. Granted, the 
acting was unavoidably inconsistant due to the various levels 
in training of the performers. The flavor of the production 
as a whole, however, I found to be constant and believable 
with the exception of the MECHANICALS. 
It's true also .•. and it's been said before ••• that there 
was little difference between their characters and the char-
acters that they played. Actually I guess they came into 
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the play with the characterizations that they should have 
saved for the play within a play. They had nowhere to go 
from there. (I think Mr. T. was right about the "Mortimer 
Snerd" quality before they appear at the entertainment.) 
This type of character trying to act in such a "Romance" 
could be pretty darn funny. Something in that direction 
anyway ••. bearing in mind the Commedia flavor that remains in 
Restoration comedy. 
A really different and refreshing evening of Theatre. 
I would gladly have paid admission. 
Mardi Drake: 
Attending Phil's production of DREAM was sheer fun. 
William Shakespeare himself would no doubt have liked the 
cabaret treatment. True, it seemed to have very little to 
do with the printed statement of purpose; it was as if the 
latter were written by a reviewer who hadn't seen the show! 
I didn't catch a whiff of social satire or comment on the 
silliness of the conventions of behavior of mortals as 
opposed to the sensible, heart-guided behavior of fairies. 
They all seemed delightfully daft, mortals and fairies alike 
..• as befits the bewitchment of Midsummer's Eve. 
Phil's real purpose, as was Shakespeare's, was to 
entertain. And in this he succeeded admirably. The show was 
a gourmet-banquet for the eye and ear (and, empathetically, 
2 1 7. 
to the touch). Only the senses of taste and smell were 
ignored, I longed for some Elizabethan orange girls, at 
the beginning or at intermission; or for drinks of some 
kind, even staid Boston claret lemonades, to complete the 
enjoyment. 
As I commented at critique, I though Phil did especially 
well in bringing life and varied interest to the mortals in 
the play. In previous productions, I have always found them 
mere paper dolls. 
The rustics were hilarious, a little too much so. I 
wished, in their first scene, for more sincerity •.• even though 
I understand that we were supposed to realize at all times 
that these were actors playing rustics. I laughed my head 
off at the play scene ..• yet afterwards I wished that it had 
been a shade less exaggerated. Others mentioned this at 
the critique; and it may well be that Phil tamed down the 
actors' exuberance a little on Monday and Tuesday. 
Least successful for me were the fairies--with the 
important exception of Puck, who came close to my idea of 
absolute perfection. Oh yes, there was one girl fairy, an 
attendant of Oberon's, who also had a convincing quality. 
Few modern actresses and actors can successfully play ima-
ginary beings. Not right up close to the audience, where there 
is no distance to lend illusion. That it~ be done almost 
! 
,1 in the audience 1 s laps David Figg showed us beautifully • 
. i 
f • 
ii I! 
I 
I 
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I was glad that comment was made during critique about 
the dancing. Like Bernice Mendelssohn, I had felt that the 
dancing of the masque was in perfect keeping with the period 
and the play, and was very pleased with it. 
I've spent far too long in saying what was less success-
ful, too often a fault with critiques. Certainly MOST of 
the production was most successful •.• music, including the 
fluting for Puck as well as the carefully chosen 17th century 
chamber music; lighting (bravo to the designer), costuming 
(beautiful, greatly contributing to the spirit of a gala 
performance), and, with a few exceptions, unusually fine 
work from the actors. 
The use of the Room 210 was imaginative. And that 
quality of imagination is one of the rarest and most desirable 
elements of good theatre! 
William Hodson: 
THE DRAMATIC IDEA: The play is certainly a comment on the 
court of Elizabeth I and the id.ea that sex is the culmination 
of love, but as played, I did not see sex as the motivating 
force of the play. 
THE DRAMATIC KEY: You certainly have detected and clearly 
stated the key to the dramatic idea. 
, THEATRICAL REALIZATION: I think you succeeded in getting 
enchantment, fantasy and stylized Romanticism in all 
2 1 9. 
aspects of the production. 
ACTORS: I feel that they played: grand manner, burlesque, 
clown and the fantastic modified by simple reality. I heard 
almost every word and I'm sure you worked miracles in diction 
and voice. 
DIRECTOR: Lyric movement and speech, yes and well done •. 
focus was sometimes divided by scenes split between platforms, 
when dialogue between them produced a ping-pong effect. 
DESIGN: Impressionistic: good. 
COSTUMES: beautiful and imaginative. You achieved a dis-
tinction among the three classes. The costumes created the 
images you describe for the most part. Oberon's crew and 
Titania's had color in common. 
LIGHTS: I feel that the platforms not in use should have been 
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dark. The circles of light there distracted me from the action. 
I could also see the audience more clearly which I did not 
want to do. I guess I like a darkened house! The floor 
areas were too dimly lit. The color was good for themood. 
MUSIC: excellent: the themes for the different worlds were 
fine and an important factor insetting expectation and shift 
of focus. It was the best sound I have heard yet in the 
theatre B.U. 
PROPS: The props were effective. 
!l 
III. PERFORMANCE 
H. FACULTY CRITIQUES 
FACULTY CRITIQUE--FRIDAY NIGHT 
Dean Ehrensperger 
Mr. Hirsch 
Mr. Kazanoff 
Mr. Thommen (Advisor) 
All agreed that the clown scenes needed work extensively 
--Mr. Kazanoff suggested they needed a good basic reality. 
Mr. Hirsch felt they needed much more control. I said I 
would work to tone them down a great deal. 
Mr. Hirsch and Mr. Kazanoff both severely questioned 
the opening masque. They felt it too long and poorly done 
(dance-wise). They suggested that it be cut from the present 
16 minutes to only 6 minutes. 
Several questions about the dialects chosen for the 
clowns. These Mr. Thommen defended by saying he had asked 
for some change because the clowns were speaking in too 
excellent a stage diction. We subscribed to it as a matter of 
expediency. 
Dean Ehrensperger said I had been "terribly ambitious. 
Too ambitious for 210 in fact. The only trouble was, you 
have basically lived up to your ambitions!" Also "your keen 
imagination was strongly evidenced." He went on to say the 
blocking, costumes, movement, even dances and the great atten-
tion to minute detail showed far above the usual imagination 
of many directors, not considering student limitations. 
2 2 i: 
Mr. Hirsch said that, "We (the faculty) know you, 
Phillip, are entirely satisfied with the entire production 
and that you will not change one thing about it. You like 
the processional, the dances, and the style of acting." 
He suggested that the whole production was too decorative. 
He said he felt that since I had chosen the Fairy plot to 
be my main plot with Titania as protagonist that I had 
allowed it to encompass and spill over the entire production. 
Thus the whole had become too gilded and overly decorative. 
Mr. Kazanoff felt that the actors lacked a basic reality 
and that in essence (in contradiction of other faculty members) 
the show did not enchant. He said the Maypole dance was 
too long. 
The faculty agreed that a great amount of organization 
had been necessary and well executed. 
ll --· 
FACULTY CRITIQUE--Tuesday Night 
Dean Ehrensperger 
Mr. Hirsch 
Mr. Kazanoff 
Mr. Watts 
Dr. Machlin 
Mr. Thommen (Advisor) 
Mr. Nicholson sat-in for awhile with no comment. 
Mr. Hirsch led the critique. 
The general critique consisted primarily of 
questions, rather than statements. Opinions rather than 
facts. 
Mr. Kazanoff 1 s questions dealt with what I 
specificially gave to actors. He felt they lacked a 
basic reality. He asked me to define Romanticism. Then 
specifically what Alexander Dean and Harley Granville-Barker 
had to say about the style of Romanticism. He said his 
adverse criticism of the production in no way reflected 
upon his opinion of my directing job--which he esteemed 
to be most professional in every aspect. Yet for him the 
overall production failed. These statements seemed rather 
paradoxical to me. He did add that while the play lacked 
excitement for him on Friday night, that tonight (Tuesday) 
it had sparkle, and a great deal of enchantment. Also he 
reprimanded Mr. Watts for refusing to sit in the center 
where the direction was more favorably seen. Mr. Kazanoff 1 s 
·· ·· ···· fina:t· co 
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final comment was,"! do not like the play [ MSND ] and 
do not think it worthy of production, but I suppose that 
if I had to see it again this way [cabaret styling ] is 
as pleasant as any other way." 
Mr. Watts did not feel the play "worked." He 
agreed with several other faculty members that the Opening 
Masque was too long. In sharp variance with the otherwise 
unaminous opinion that Puck was the finest realized part 
in the production, Mr. Watts made most derogatory remarks 
about the dancing and acting of David Figg. He also did 
not feel there was enough delineation among the mortals, 
fairies, and clowns. This was not generally agreed with, 
except Mr. Hirsch felt that the fairies rather dominated 
the production and that their "madness'' infiltrated all 
the characters. (That was what I certainly intended!!!) 
Mr. Watts went on to say that great imagination was used 
in the blocking and staging and much organization was evi-
denced in the elaborate rehearsal necessary to execute the 
choreographic like movement. However, he did not care for 
the Cabaret styling. (But then I did not expect such a 
strong exponent of Alexander Dean to do so.) 
Dr. Machlin said flatly that she was most im-
pressed with the entire production! She said the speech, 
on the whole, was excellent. Certainly above the standard 
~B • .U •. p.ro.duc;ti.on. .She ~e.l t .absolut.ely phenomenal growth~ 
had been made by Pascual Vaquer as an actor in the part 
of Oberon. Also she felt the mortals were enjoyable, 
which she commented they seldom are more than paper dolls. 
She went on to add that it was superior to most of the 
productions which had been presented at the Neighborhood 
Playhouse in NYC when she had been associated with that 
institution. She and her daughter (both of them being 
Canadians of Scotch-English descent) who had seen many 
Shakespearian productions in Canada and England, agreed 
that this production would stand equal with the vast major-
ity of them. She enjoyed the staging and internal dances. 
She suggested that most present day audiences do not under-
stand Masques and their related dances. She commented most 
favorably on the music used, and felt it quite approiate. 
She concluded by saying that the play was skilfully "!!cut." 
This she felt was the mark of a superior director, and that 
many professionals could learn from my example. I thanked 
her for her many kind comments. 
Dean Ehrensperger repeated comments of Friday. 
He defended my decision to retain Sally Bowden as choreog-
rapher. He said that Joe Gifford had been consulted and 
that he approved of her. He said that he personally felt 
the clowns failed full realization, but that the production 
was exciting and thoroughly enchanting. He restated that 
that he felt that Room 210 needed more productions of this 
magnitude and experimental nature. He opined that it was 
too bad that not more director's ba~kgrounds were as exten-
sive as Phil 1 s so that this room might be used to develop 
a director's individual style and artistic sense, instead 
of just a place to flutter their fledgling wings. 
Mr. Hirsch asked general and specific questions 
about my directing technique. He dealt specifically with 
my approach toward actors. He wanted to know if I were 
given an unlimited budget in t:;.e legitimate theatre if I 
would produce the play in precisely the same way. I replied 
that not precisely in the same manner, but generally the 
same pattern. I felt the question not fairly stated at this 
moment as I was still too close to the current production 
to view it that objectively. He complimented me on my 
organizational ability and the on-time scheduling of rehear-
sals and technical deadlines. He asked specifically if he 
had not warned me in the beginning that it was a mistake to 
use Sally Bowden as the choreographer. He felt the prod-
ucation was too elaborate and much too decorative. He was 
of the personal opinion that I had not made use of the know-
ledge that I had gained at B. U. Rather I had brought my 
techniques, values, and style with me from my undergraduate 
days. He felt my strong background in technique was diamet-
rically opposed to his concept of the "method.'' I said 
that it was my understanding that Stanislavski was a great 
techniquist and that he knew style inherently well before 
he developed his theory of the ''method" complete with 
emotional recall. I added that I Kould not account for 
the "method" as I believe it to have been irrationalydis-
torted in this country in such places as The Actors Playhouse 
in NYC. He wanted to know if I considered myself superior 
in knowledge to such directors as Harold Clurman, Lee 
Strasbourg, or "Gadge" (Elia) Kazan. Dean Ehrensperger 
interjected at this point that he did not think these 
questions fair or cogent. 
Mr. Thommen brought up the technical problems, 
which were somewhat more than the usual 210 productions 
because of personal relationships among the faculty and 
certain student crew members. [See Director's Log] He 
also commented on his defense of the dialects of the 
clown's. He asked me about the casting problems and 
various rehearsal procedures. 
The critique lasted one hour and forty-five min-
utes. Fifteen minutes later Mr. Thommen informed me that 
the thesis production had been accepted and that I was 
passed unconditionally by the faculty present. It was their 
combined opinion that the Statement of Intention had been 
fgJ.Ji],_l~<l. -
III. PERFORMANCE 
I. HINDSIGHT AND CONCLUSIONS 
:: 
" 
As noted in the Log, I witnessed Yale Drama 
School's production of A MIDSUMMER NimHT'S DREAM, while 
in rehearsal on this production. In May immediately after 
this production, I saw the Wellesley Collge players give 
the same play. Now a year later I sat tonight at the 
Boston Arts Festival by the lake in the Public Garden 
and once again heard the echo of the immortal bard's lines. 
The lover's went through their adventures, the clowns 
rehearsed their turmoil and antics, and Puck caused his 
delightful mischief. My thoughts on all this are rather 
mundane I suppose. But as I sit at my typewriter to 
record this, I realize that at all times and to all 
generations this play is vastly worth doing. The enchant-
ment in any of these productions is noteworthy. No 
matter the director's concept, he cannot destroy the 
delight of the situations imposed by the magic juice 
of the "purple flower." Yet one truth is evidenced in 
all these performances nothwithstanding the good or bad 
qualities of the performers--Mortals are still fools--
as long as this is true the play will be acceptable theatre. 
The play entertains, yet speaks deeply to those with the 
insight to identify with "the rule of the fairy kingdom." 
That is, the rule of the heart. The protagonist Titania 
changes her mind--she lets her heart rule and gives over 
the changling boy to Oberon because that will again make 
the whole world right. 
I become more convinced with each presentation 
of any theatrical piece that the theatre of today needs 
a Moses and a Martin Luther, or perhaps : .. a Pope John XXIII. 
Stanislavski was a prophet out of due time, and unfortunately 
is seemingly undecipherable today. He stands with Whitman 
--recognized as a poet extraordinaire, but here the know-
ledge stops, and superstition begins. These men cannot 
be understood except by the rare mystic today. As Henry 
Miller through his illuminating obscenity has made us 
realize the genius of the master Whitman, so perhaps 
Albert Johnson with his St. Paul's thorn in the flesh, 
can make us feel the genius of Stanislavkki as it was 
meant to speak to us. Someday a disciple will arise and 
lead the children of Israel out of the Egypt of "mood" 
theatre into the sunshine of the true Pauline philosophy 
as expressed by Stanislavski. Just as King David could 
sing of the world to come so Stark Young, Harley Granville-
Barker, Tyrone Gutherie, and Drummond, and Baker have 
pointed the way for the Messiah to walk to Gethsemene. 
True I had weaknesses as all directors do. 
I perhaps tried to include all of the concepts I had about 
any production into one paticular production, but my style 
has bben set for life--the culmination of six years of 
thought, theory, prechce 1 and experience in theatre at 
the educational level jelled into a concept of direction 
which will always remain with me. My knowledge cf human 
relationships increased in a manifold sense. I experienced 
the Asperges of the throes of rehearsal diffic*~ties, but 
received the sweet and sustaining communion of spirits with 
greater souls than mine in the flower of performance, after 
my Kyrie of hard work had humbled me to approach the throne 
of the revered playwright. As I returned. to my pew at 
the second performance having experienced the confessional 
of the critics circ.le, I could drop to my knees in thank-
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fulness for the ascension of 
resurrection was 
the actors artistically. 
completed with the body of My personal 
the play as the bard spoke to us all and quietly 
satisfied man's need for something more than bread alone. 
If the arts are to be the salvation of the world, then 
it is surely through this type of religious drama that 
man can kneel at the elevation of the Host. Gradually 
it will become the quest for the Grail, the chalice con-
taining the secret of Man. Robert Russell says "And to 
seek to possess this is to try to catch the last of all 
the angels.'' 
--P.D.R. 
Brookline 
July, 1963 
III. PERFORMANCE 
J. ILLUSTRATIONS 
Pictures of the Production 
Appear Throughout the Script. 
Their Captions are Self-
Explanatory. Line Numbers at 
the End of Quotations are 
Standardized From the First Folio. 
IV. SCRIPT 
A. ACT I. 
\\"': AU:N 
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A MIDSUMMER NIGHT'S DREAM 
ACT I--SCENE I 
ATHENS, A BALCONY OF THESEUS' PALACE 
AT RISE: THESEUS AND HIPPOLYTA LYING ON ROMAN COUCHES. 
THESEUS: 
THESEUS STAGE LEFT. 
HIPPOLYTA STAGE RIGHT. 
Now, fair Hippolyta, our nuptial hour 
RISE, STRETCH RIGHT ARM TOWARD HIPPOLYTA. 
Draws on apace. 
CROSS SLIGHTLY RIGHT. 
Four happy days bring in 
Another moon; but 0, methinks, how slow 
This old moon wanest She lingers my desires. 
HIPPOLYTA: 
CROSS IN CIRCLING MOVE IN FRONT OF THESEUS TO 
HIS LEFT DURING SPEECH. THEY HOLD HANDS AND CHANGE 
HANDS AT THE MIDWAY POINT. 
Four days will quickly steep themselves in night, 
Four nights will quickly dream away the time; 
And then the moon, like to a silver bow 
New-bent in heaven, shall behold the night 
Of our solemnities. 
THESEUS: 
We shall 
Stir up the Athenian youth to merriments. 
CROSS RIGHT TWO STEPS. 
Awake the pert and nimble spirit of mirth, 
Turn melancholy forth to funerals; 
CROSS TO HIPPOLYTA. TAKE HER HANDS. 
The pale companion is not for our pomp. 
GESTURES WITH SWEEPING ARM MOVEMENT TO AUDIENCE. 
Hippolyta, I wooed thee with my sword, 
READY 
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OFFSTAGE FIGHT, VOICES, ETC., HEARD FROM DOOR 2. 
VOICES OF LYSANDER, DEMETRIUS, AND EGEUS. 
And won thy love doing thee injuries; 
But I will wed thee 
CROSS RIGHT TWO STEPS. 
in another key, 
With pomp, with triumph, and with revelling. 
EGEUS, DEMETRIUS, LYSANDER, HERMIA, ENTER DOOR 2. 
EGEUS: 
Happy be Theseus, our renowned Duke. 
THESEUS: 
ALL BOW TO THESEUS FROM PATH l. 
Thanks, good Egeus, What's the news with thee? 
EGEUS: 
Full of vexation come I, with complaint 
HERMIA CROSS TO PLATFORM 2. 
Against my child, by daughter Hermia. 
Stand forth, Demetrius, 
FIGHT ENDS. EGEUS TAKE DEMETRIUS BY SHOULDERS 
AND PROPEL HIM UP STEPS TO PLATFORM l, 
My noble 
EGEUS BOWS TO THESEUS. 
lord, 
This man hath my consent to marry her. 
LYSANDER MOUNTS TO PLATFORM 2 
Stand forth, Lysander, And, my gracious Duke, 
This man hath bewitched the bosom of my child. 
With cunning hast thou filched by daughter's heart, 
Turned her obedience (which us due to me) 
To stubborn harshness, 
SLIGHT BOW. 
And, by gracious Duke, 
Be it so she will not here before your Grace 
Consent to marry with Demetrius, 
I beg the ancient privilege of Athens: 
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As she is mine, I may dispose of her, 
Which shall be either to this gentleman 
or to her death, according to our law 
Immediately provided in that case. 
THESEUS: 
CROSS DOWN TO TOP STAGE STEP. 
What say you, Hermia? Be advised, fair maid. 
To you your father should be as a god, 
Demetrius is a worthy gent1man. 
HERMIA: 
So is Lysander. 
THESEUS: 
In himself he is; 
But in this kind, wanting your father's voice, 
The other must be held the worthier. 
HERMIA: 
I would my father looked but with my eyes. 
THESEUS: 
Rather your eyes must with his judgment look. 
HERMIA: 
CURTSY. 
I do entreat your Grace to pardon me. 
PLEADING GESTURE. 
But I beseech your Grace that I may know 
The worst that may befall me in this case 
If I refuse to wed 
GESTURE TO DEMETRIUS. 
Demetrius. 
THESEUS: 
Either to die the death, or to abjure 
For ever the society of men. 
CROSS UPSTAGE TO HIPPOLYTA. 
Therefore, fair Hermia, question your desires. 
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HERMIA: 
So will I grow, so live, so die, my lord, 
Ere I will yield my virgin patent up 
GESTURE TO DEMETRIUS. 
Unto his lordship whose unwished yoke 
My soul consents not to give sovereignty. 
THESEUS: 
Take time to pause; and by the next new moon--
TURN TO HIPPOLYTA. TAKE HER HAND. 
The sealing day betwixt my love and me 
For everlasting bond of fellowship--
TURN TO PLATFORM 2. 
Upon that day either prepare to die 
HERMIA GOES TO LYSANDER'S ARMS. 
For disobedience to your father's will, 
Or else to wed Demetrius, as he would, 
Or on Diana's altar to protest 
For aye austerity and single life. 
DEMETRIUS: 
STEPS FORWARD TOWARD PLATFORM 2. 
Relent, sweet Hermia; and Lysander, yield 
Thy crazed title to my certain right. 
LYSANDER: 
BREAK AWAY FROM HERMIA. 
You have her father's love, Demetrius; 
Let me have Hermia's: you marry him. 
EGEUS: 
Scornful Lysander, true, he hath my love, 
And what is mine my love shall render him. 
And she is mine, and all my right of her 
I do estate unto Demetrius. 
LYSANDER: 
I am, 
SLIGHT BOW. 
my lord, as well derived as he, 
As well possessed; my love is more than his; 
l(K'.DY 
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My fortunes every wa~ as fairly ranked 
(If not with vantage) as Demetrius'; 
And (which is more than all these boasts can be) 
REACH FOR HERMIA'S HAND. 
I am beloved of beauteous Hermia. 
Why should not I then prosecute my right? 
Demetrius, I'll avouch it to his head, 
Made love to Nedar's daughter, Helena, 
And won her soul; 
TURN AND CROSS INTO AREA A. 
and she (sweet lady) dotes, 
Devoutly dotes, dotes in idolatry, 
SHARP TURN AND GESTURE TO DEMETRIUS. 
Upon this spotted and inconstant man. 
THESEUS: 
CROSS TWO STEPS DOWNSTAGE. 
Demetrius, come, 
Come, Egeus. You shall go with me; 
I have some private schooling for you both. 
HIPPOLYTA RISE. 
DEMETRIUS CROSS TO STEPS OF PLATFORM 2. 
LYSANDER FACE HIM. 
EGEUS FOLLOW TO DEMETRIUS. 
Come, my Hippolyta. 
TURN AND TAKE HIPPOLYTA'S HAND. 
THESEUS AND HIPPOLYTA DESCEND STAGE STEPS AND 
EXIT DOOR 2. 
What cheer, my love? 
EGEUS: 
PROPELS DEMETRIUS OUT 
LYSANDER CONTINUES TO 
THEN TURNS TO HERMIA. 
DOOR 2. 
SHAKE FIST AT DEMETRIUS. 
HERMIA CROSSES TO AREA B. 
With duty and desire we follow you. 
LYSANDER: 
CROSS TO HERMIA IN AREA B. 
How now, my love? Why is your cheek so pale? 
HERMIA TURNS TO FACE LYSANDER. 
How chance the roses there do fade so fast? 
HERMIA: 
Belike for want of rain, which I could well 
Beteem them from the tempest of my eyes. 
LYSANDER: 
Ay me! for aught that I could ever read, 
Could ever hear by tale or history, 
The course of true love never did run smooth. 
HERMIA: 
CROSS TO AREA D. 
If then true lovers have been ever crossed, 
It stands as an edict in destiny: 
Then let us teach our trial patience, 
Because it is a customary cross, 
As 
TURN TO FACE LYSANDER IN CENTER OF AREAS C AND D. 
due to love. 
LYSANDER: 
A good persuasion. 
KNEEL AT HERMIA'S FEET WITH ARMS AROUND HER 
WAIST, OUTSTRETCHED. 
Therefore hear me, Hermia. 
I have a widow aunt, a dowager, 
Of great revenue, and she hath no child. 
From Athens is her house remote seven leagues, 
And she respects me as her only son. 
There, gentle Hermia, may I marry thee, 
And to thatplace the sharp Athenian law 
Cannot pursue us. 
TAKE HER HANDS. 
If thou lovest me then, 
Steal forth thy father's house to-morrow night; 
And in the wood, a league without the town 
(Where I did meet thee once with Helena 
To do observance to a morn of May), 
There will I stay for thee. 
RISE. 
HERMIA: 
CROSS SLIGHTLY TO HIS RIGHT HOLDING HANDS. 
My good Lysander, 
2 4 0 
I swear to thee by Cupid's strongest bow, 
In that same place thou hast appointed me 
To-morrow truly will I meet with thee. 
LYSANDER: 
BEGIN EMBRACE. LOOK ACROSS HERMIA'SffiOULDER AND 
SEE HELENA. 
Keep promise, love. Look, here comes Helena. 
ENTER HELENA, DOOR 2. 
HERMIA: 
BREAK AWAY FROM LYSANDER AND LOOK AT HELENA. 
God speed fair Helena, Whither away? 
HELENA: 
Call you me fair? That fair again unsay. 
Demetrius loves your fair. 0 happy fair! 
0, teach me how you look, and with what art 
You sway the motion of Demetrius' heart. 
HERMIA: 
I frown upon him; yet he loves me still. 
HELENA: 
WANDER TO AREA A. 
0 that your frowns would teach my smiles such skill! 
HERMIA: 
I give him curses; yet he gives me love. 
HELENA: 
CROSS TO CENTER. LOOK AT AUDIENCE CENTER. 
0 that my prayers could such affection move! 
HERMIA: 
The more I hate, the more he follows me. 
HELENA: 
The more I love, the more he hateth me. 
HERMIA: 
His folly, Helena, is no fault of mine. 
HELENA: 
None but your beauty. Would that fault were mine! 
HERMIA: 
CROSS TO AREA A. TURN TO LOOK AT HELENA. HELENA 
LOOKS BACK AT HERMIA. 
Take comfort. He no more shall see my face; 
Lysander and myself will fly this place. 
LYSANDER: 
CROSS TO HERMIA. 
Helen, to you our minds we will unfold. 
To-morrow night, when 
GESTURE TO SKY AND SLOWLY TO GROUND. 
Phoebe doth behold 
Her silver visage in the wat'ry glass, 
Through Athens gates have we devised to steal. 
HERMIA: 
And in the wood where often you and I 
Upon faint primrose beds were wont to lie, 
Emptying our bosoms of their counsel sweet, 
There my Lysander and myself shall meet, 
And thence from Athens turn away our eyes 
To seek 
(TO LYSANDER) 
new friends and 
(TO HELENA) 
stranger companies. 
Farewell, sweet playfellow. Pray thou for us; 
And good luck grant thee thy Demetrius. 
Keep word, Lysander. 
CROSS TO STEPS TO PATH 2. TURN BACK TO LYSANDER 
WHO TAKES HER HANDS. 
We must starve our sight 
From lovers' food till morrow deep midnight. 
LYSANDER: 
I will, my Hermia. 
LYSANDER KISSES HERMIA. 
HERMIA STARTS DOWN STEPS. SHE TURNS BACK TO 
LYSANDER FOR ANOTHER EMBRACE. 
HERMIA EXITS DOOR 1 BY PATH 7. 
Helena, adieu. 
(TO HELENA). 
As you on him, Demetrius dote on you. 
EXITS DOOR 1 BY PATH 7. 
HELENA STARTS TO FOLLOW AND STOPS ••• 
HELENA: 
How happy some o'er other some can be! 
WANDER SLOWLY, CIRCLING FROM AREA D TO B TO A TO C. 
Through Athens I am thought as fair as she. 
But what of that? Demetrius thinks no so; 
He will not know what all but he do know. 
Love looks not with the eyes, but with the mind. 
CROSS TO AREA A. 
As waggish boys in game themselves forswear, 
So the boy Love is perjured everywhere. 
TURN TO FACE AUDIENCE IN CENTER. 
For ere Demetrius looked on Hermia's eyne, 
He hailed down oaths that he was only mine; 
CROSS TO CENTER. 
I will go tell him of fair Hermia's flight. 
Then to the wood will he to-morrow night 
Pursue her, 
START DOWN STEPS TO PATH 1. 
and for this intelligence 
If I have thanks, it is a dear expense. 
But herein mean I to enrich my pain, 
To have his sight thither and back again. 
EXITS DOOR 2. 
ACT I--SCENE II 
SAME. PUBLIC SQUARE. 
BOTTOM ENTERS DOOR 2, CROSSES PLATFORM 2 TO 
PLATFORM 3. 
SNUG ENTERS DOOR 1, CROSSES PATH 7 TO PLATFORM 3. 
SNOUT ENTERS DOOR 1, CROSSES PATH 7 TO PLATFORM 3. 
FLUTE ENTERS DOOR 2, CROSSES PLATFORM 2 TO 
PLATFORM 3. 
QUINCE ENTERS DOOR 2, CROSSES PLATFORM 2 TO 
PLATFORM 3. 
QUINCE: 
Is all our company here? 
BOTTOM: 
You were best to call them generally, man by man, 
according to the scrip. 
STARVELING ENTERS DOOR 1, CROSSES PATH 6 TO 
PLATFORM 3. 
QUINCE: 
Here is the scroll of every man 1 s name which is 
thought fit, through all Athens, to play in our interlude 
before the Duke and the Duchess on his wedding day at 
night. 
BOTTOM: 
First, good Peter Quince, say what the play treats 
on, then read the names of the actors, and so grow to a 
point, 
QUINCE: 
Marry, our play is 1 The most lamentable comedy 
and most cruel death of Pyramus and Thisby. 1 
BOTTOM: 
CROSS TO PETER QUINCE. 
A very good piece of work, I assure you, and a 
merry. Now, good Peter Quince, call forth your actors 
by the scroll. 
CROSS TO AREA D. 
Masters, spread yourselves. 
QUINCE: 
Answer as I call you. Nick Bottom the weaver. 
BOTTOM: 
Ready. 
FACE AUDIENCE IN CENTER. 
Name what part I am for, and proceed. 
QUINCE: 
You, Nick Bottom, are set down for Pyramus. 
BOTTOM: 
What is Pyramus? a lover, 
TURN TO FACE PETER QUINCE. 
QUINCE: 
or a tyrant? 
A lover that kills himself, most gallant, for love. 
BOTTOM: 
That will ask some tears in the true performing of 
it. If I do it, let the audience look to their eyes. 
CROSS TO CENTER. 
I will move storms; 
SNUG FALLS DOWN STEPS. 
BOTTOM CROSSES TO AREA D. 
I will condole in some measure. To 
the rest. 
FACE PETER QUINCE. 
Yet my chief humor is for a tyrant. 
STAND ON BENCH. FACE AUDIENCE OFF A-B SIDE. 
The raging rocks 
And shivering shocks 
Shall break the locks 
Of prison gates, 
And Phibbus' car 
TAKE DEEP BREATH. 
2 4 5 
TURN BACK TO CLOWNS. 
Shall shine from far 
And make and mar 
The foolish Fates.' 
This was lofty. Now name the rest of the players. 
CROSS TO AREA D. SIT. 
QUINCE: 
Francis Flute the bellows-mender. 
FLUTE: 
CROSS, RUNNING, TO PETER QUINCE. 
Here, Peter Quince. 
QUINCE: 
Flute, you must take Thisby on you. 
FLUTE: 
What is Thisby? a wand'ring knight? 
QUINCE: 
It is the lady that Pyramus must love. 
FLUTE: 
Nay, faith, let me not play a woman. I have a beard 
coming. 
PAUSE. CLOWNS LAUGH. 
QUINCE: 
That's all one. You shall play it in a mask, and you 
may speak as small as you will. 
BOTTOM: 
CROSS TO FLUTE. MIMICS A WOMAN. COMIC LIKE A 
MALE IMITATING A WOMAN. 
An I may hide my face, let me play Thisby too. 
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I'll speak in a monstrous little voice:--'Thisne, Thisne!' 
'Ah, Pyramus, my lover dear, thy Thisby dear, and lady 
dear!' 
QUINCE: 
No, no, you must play Pyramus; and Flute, you 
This by. 
BOTTOM: 
CROSS TO D, SIT. 
Well, proceed. 
QUINCE: 
Robin Starveling the tailor. 
SLIGHT PAUSE. 
Robin Starveling the tailor. 
PAUSE. CROSS TO ROBIN STARVELING. SHOUT. 
Robin Starveling! 
STARVELING: 
Here, Peter Quince. 
QUINCE: 
Robin Starveling, you must play Thisby 1 s mother. 
STARVELING: 
Brother? 
QUINCE: 
Mother! 
CROSS TO BENCH. 
Tom Snout the tinker. 
SNOUT: 
Here, Peter Quince. 
QUINCE: 
You, Pyramus' father; myself, Thisby's father; 
Snug, the joiner, you the li.on's part. 
SHUG CROSS TO FLUTE IN AREA B. 
And I hope here is 
a play fitted. 
LIGHTS 
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SNUG: 
CROSS TO PETER QUINCE. 
Have you the lion's part written? Pray you, if it be, 
give it me, for I am slow of study. 
CROSS TO STEPS TO PATH 2. 
QUINCE: 
You may do it extempore, for it is nothing but 
roaring. 
BOTTOM: 
RISE. CROSS CENTER. 
Let me play the lion too. I will roar that I will do 
any man's heart good to hear me. I will roar that I will 
make the Duke say, 'Let him roar again; let him roar 
again. t 
QUINCE: 
An you should do it too terribly, you would fright 
the Duchess and the ladies, that they would shriek; and 
that were enough to hang us all. 
ALL: 
That would hang us, every mother's son. 
FLUTE CROSS TO AREA D, SIT. 
BOTTOM: 
I grant you, friends, if you should fright the ladies 
out of their wits, they would have no more discretion 
but to hang us; but I will aggravate my voice so that 
I will roar you as gently as 
GESTURE TOWARD AREA C. 
any sucking dove; 
CROSS TO AREA D. 
you an 
GESTURE OF ARMS LIKE BIRD WING MOVEMENT. 
'twere any nightingale. 
I will roar 
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QUINCE: 
FLUTE CROSS TO AREA B. 
BOTTOM SIT IN AREA D. 
You can play no part but Pyramus; for Pyramus 
is a sweet-faced man, a proper man as one shall 
summer's day, a most lovely gentlemanlike man. 
fore you must needs play Pyramus. 
BOTTOM: 
Well, I will undertake it. 
QUINCE: 
Masters, here are 
HAND OUT PARTS TO EACH CHARACTER AS INDICATED 
THROUGHOUT SPEECH. 
see in a 
There-
your parts; and I am to entreat you, 
TO ROBIN STARVELING. 
request you, 
TO FLUTE. 
TO BOTTOM. 
and desire you 
SNOUT GRABS HIS SCRIPT. 
to con 
them by to-morrow 
night; and meet me in the palace wood, a mile without 
the town, by moonlight. There will we rehearse; 
CROSS BACK TO AREA A. 
for it we meet in the city, we shall be dogged with 
company, and our devices known. In the meantime I will 
draw a bill of properties, such as our play wants. I 
pray you fail me not. 
BOTTOM: 
RISE. 
We will meet, and there we may rehearse most 
obscenely and courageously. Take pains, be perfit. Adieu. 
QUINCE: 
At the Duke's Oak we meet. 
LIGHT 
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BOTTOM: 
Enough. Hold, or cut bowstrings. 
FLUTE, BOTTOM, AND ROBIN STARVELING EXIT DOOR l 
BY PATH 6. 
SNUG, SNOUT, PETER QUINCE EXIT DOOR l BY PATH 7. 
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ACT I--SCENE III 
A WOOD NEAR ATHENS. 
FIRST FAIRY ENTER DOOR 2, CROSS PLATFORM 2, CROSS 
PLATFORM 3 TO PLATFORM 1. 
PUCK ENTER DOOR 3, CROSS TO PLATFORM 1. 
PUCK: 
How now, spirit, whither wander you? 
FAIRY: 
Over hill, over dale, 
Thorough bush, thorough brier, 
Over park, over pale, 
Thorough flood, thorough fire; 
I do wander everywhere, 
Swifter than the moon's sphere; 
And I serve the Fairy Queen, 
CIRCLING MOVEMENT AROUND PLATFORM. AREA C TO A 
TO B TO D TO C. 
To dew her orbs upon the green. 
The cowslips tall her pensioners be. 
In their gold coats spots you see: 
Those be rubies, fairy favors; 
In those freckles live their savors. 
I must go seek some dewdrops here, 
And hang a pearl in every cowslip's ear. 
DANCE OF FIRST FAIRY AND PUCK. 
Farewell, thou lob of spirits; I'll be gone. 
Our Queen and all her elves come here anon. 
PUCK: 
The King doth keep his revels here to-night. 
Take heed the Queen come not within his sight. 
For Oberon is passing fell and wrath, 
Because that she, as her attendant, hath 
A lovely boy, stolen from an Indian king; 
She never had so sweet a changeling. 
And jealous Oberon would have the child 
Knight of his train, 
SWEEPING UPWARD GESTURE. 
to trace the forest wild. 
But she perforce withholds the loved boy, 
GESTURE OF PLACING CROWN ON HEAD. 
Crowns him with flowers, md makes him all her joy. 
251 
READY 
LIGHTS 
#15 
LIGHT 
#15 
FAIRY: 
Either I mistake your shape and making quite, 
Gr else you are that shrewd and knavish sprite 
Called Robin Goodfellow. 
Are you not he? 
PUCK: Thou speakest aright; 
I am that merry wanderer of the night. 
I jest to Oberon, and make him smile. 
But room, fairy: here comes Oberon. 
PUCK CROSS TO PLATFORM 2. 
FAIRY: 
And here my mistress. Would that he were gone! 
OBERON ENTER DOOR 2, CROSS TO PLATFORM 2. 
TITANIA ENTER DOOR 3, CROSS TO PLATFORM 1. 
FIRST FAIRY BECOMES PEASEBLOSSOM. 
COBWEB, MUSTARDSEED, MOTH ENTER DOOR 3, CROSS TO 
PLATFORM 1. 
DANCE OF ALL FAIRIES. 
NOTE: OBERON IS ALWAYS ACCOMPANIED BY TWO 
ATTENDANTS THROUGHOUT THE PLAY. SINCE THEY HAVE 
NO SPEECHES AND DO NOT FIGURE DIRECTLY IN THE PLOT 
LINE, THEY ARE CONSIDERED PROPS. THEIR BUSINESS 
IS VERY STYLIZED IN A DANCE*LIKE MOVEMENT AND 
GESTURES. THIS BUSINESS IS NOT NOTED IN THE 
SCRIPT, BUT MAY BE PARTIALLY OBSERVED IN THE 
ACCOMPANYING PHOTOGRAPHS. 
OBERON: 
BEGINS SPEECH ON LAST TRUMPET REPEAT OF MUSIC. 
Ill met by moonlight, proud Titania. 
TITANIA: 
What, jealous Oberon?[Fairy,] 
Fairies (SIC) 
skip hence. 
TITANIA AND FAIRIES START DOWN STEPS TO PATH 4. 
I have forsworn his bed and company. 
OBERON: 
RIGHT HAND UP STRONG, OPEN FINGERS, IN COMMAND. 
Tarry, rash wanton. Am not I thy lord? 
2 ?2 
TITANIA: 
TURN TO LOOK COYLY AT OBERON. 
Then I must be thy lady. Why art thou here, 
But that forsooth, the bouncing Amazon, 
Your buskined mistress and your warrior love, 
To Theseus 
PEASEBLOSSOM SITS ON STEPS TO PATH e. 
COBWEB STANDS IN AREA B TOWARD AREA D. 
MOTH LIES IN AREA D. 
MUSTARDSEED SITS IN AREA A. 
must be wedded, and you come 
To give their bed joy and prosperity? 
OBERON: 
WANDER IN CIRCLE BETWEEN AREAS C AND A. 
How canst thou thus, for shame, Titania, 
Glance at my credit with Hippolyta, 
Knowing I know thy love to Theseus? 
TITANIA: 
These are the forgeries of jealousy; 
And never, since the middle summer's spring, 
PUCK LIES ON STOMACH WITH HEAD AND ELBOWS BETWEEN 
OBERON'S LEGS. PUCK'S FEET CROSSED IN MID-AIR, 
KNEES BENT. 
Met we on hill, in dale, forest, or mead, 
By paved fountain or by rushy brook, 
Or in the beached margent of the sea, 
To dance our ringlets to the whistling wind, 
But with thy brawls thou hast disturbed our sport. 
Therefore the winds, piping to us in vain, 
As in revenge, have sucked up from the sea 
Contagious fogs; which falling in the land 
Hath every pelting river made so proud 
That they have overborne their continents. 
The spring, the summer, 
The childing autumn, angry winter change 
Their wonted liveries; and the mazed world 
By their increase, now knows not which is which. 
And this same progeny of evils comes 
From our debate, from our dissension; 
We are their parents and original. 
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OBERON: 
STEP TO CORNER OF PLATFORM 2, AREA C NEAREST TO 
PLATFORM 1. 
Do you amend it then; it lies in you. 
Why should Titania cross her Oberon? 
CIRCLE UP TO ATTENDANTS AND PUCK . 
I do but beg a little changeling boy 
To be my henchman. 
(ALL LAUGH). 
TITANIA: 
(PICKS UP LAUGH) 
Set your heart at rest. 
OBERON CROSS TO AREA D. 
The fairyland buys not the child of me. 
CROSS TO PEASEBLOSSOM, KNEEL - SIT. 
His mother was a vot'ress of my order, 
And in the spiced Indian air, by night, 
Full often hath she gossiped by my side, 
And sat with me on Neptune's yellow sands, 
Marking th' embarked traders on the flood; 
When we have laughed to see the sails conceive 
And grow big-bellied with the wanton wind; 
Which she, with pretty and with swimming gait 
Following (her womb then rich with my young squire), 
Would imitate, and sail upon the land 
To fetch ne trifles, and return again, 
As from a voyage, rich with merchandise. 
SLIGHT PAUSE. 
But she, being mortal, of that boy did die, 
And for her sake do I rear up her boy; 
And for her sake 
RISE. ONE STEP FORWARD IN AREA C. 
I will not part with him. 
OBERON: 
CROSS TO AREA C. 
How long within this wood intend you stay? 
LIGHT 
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TITANIA: 
CROSS COYLY TO AREA D. 
Perchance till after Theseus' wedding day. 
If you will patiently dance in our round 
And see our moonlight revels, go with us. 
If not, shun me, and I will spare your haunts. 
OBERON: 
RAISE POINTING FINGER AT TITANIA. 
Give me that boy, and I will go with thee. 
TITANIA: 
Not for thy fairy kingdom. Fairies, away! 
We shall chide downright if I longer stay. 
TITANIA AND FAIRIES EXIT DOOR 3. 
OBERON: 
Well, go thy way. 
CROSS TO AREA D BY STEPS TO PATH 2. 
Thou shalt not from this grove 
Till I torment thee for this injury. 
CROSS TO PLATFORM 3. 
My gentle Puck, come hither. 
PUCK CROSS TO PLATFORM 3. 
Thou rememb'rest 
Since once I sat upon a promontory 
And heard a mermaid, on a dolphin's back, 
Uttering such dulcet and harmonious breath 
That the rude sea grew civil at her song, 
And certain stars shot madly from their spheres 
To hear the sea-maid's music. 
PUCK: 
I remember. 
OBERON: 
That very time I saw (but thou couldst not) 
Flying between the cold moon and the earth 
Cupid, all armed. 
GESTURE TO HIS LEFT WITH LEFT ARM. 
A certain aim he took 
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At a fair vestal, throned by the west, 
Md 
GESTURE REPRESENTING SHOOTING AN ARROW. 
loosed his love-shaft smartly from his bow, 
GESTURE TO FLOOR CENTER BETWEEN AND DOWNSTAGE 
OF PUCK AND OBERON. 
It fell upon a little western flower, 
Before milk-white, now purple with love's wound, 
Md maidens call it love-in-idleness. 
Fetch me that flow'r; the herb I showed thee once. 
The juice of it, on sleeping eyelids laid, 
Will make or man or woman madly dote 
Upon the next live creature that it sees. 
Fetch me this herb, and be thou here again 
Ere the Leviathan can swim a league. 
PUCK: 
JOMPING PIROUETTE, EXIT DOOR 1, PATH 7. 
I'll put a girdle round about the earth 
In forty minutes. 
OBERON: 
FACE ATTENDANTS IN AREA A. 
Having once this juice, 
I'll watch Titania when she is asleep 
Md drop the liquor of it in her eyes. 
The next thing then she, waking, looks upon 
(Be it on lion, bear, or wolf, or bull, 
On meddling monkey, or on busy ape) 
She shall pursue it with the soul of love. 
FACE AUDIENCE IN CENTER. 
Md ere I take this charm from off her sight 
(As I can take it with another herb) 
I'll make 
HELENA: (OFF) 
Demetrius!?! 
OBERON: 
her render up her page to me. 
But who comes here? I am invisible, 
Md I will overhear their conference. 
POSE AS TREE IN CENTER. 
ACT I--SCENE IV 
SAME. 
DEMETRIUS ENTER DOOR 3, CROSS PLATFORM l TO 
PLATFORM 3. 
HELENA ENTER DOOR 3 CROSS PLATFORM l TO 
PLATFORM 3. 
DEMETRIUS: 
ON PLATFORM l. 
I love thee not; therefore pursue me not. 
IN AREA C OF PLATFORM 3. 
Where is Lysander and fair Hermia? 
LEAN ON OBERON'S RIGHT ARM, LOOK AT AREA D. 
The one I'll slay, the other slayeth me. 
Thou told 1 st me they were stol'n unto this wood; 
Hence, get thee gone, and follow me no more! 
HELENA: 
IN AREA D OF PLATFORM 3. 
You draw me, you hard-hearted adamant! 
CROSS TO AREA A. 
But yet you draw not iron, for my heart 
Is true as steel. Leave you your power to draw, 
CROSS THROUGH AREA C TO AREA D. FACE DEMETRIUS. 
And I shall have no power to follow you. 
DEMETRIUS: 
Do I entice you? Do I speak you fair? 
Or rather do I not in plainest truth 
Tell you I do not nor I cannot love you? 
HELENA: 
And even for that do I love you the more. 
KNEEL IN FRONT OF OBERON. 
I am your spaniel; and Demetrius, 
The more you beat me, I will fawn on you. 
Use me but as your spaniel--spurn me, strike me, 
Neglect me, lose me; only give me leave 
(Unworthy as I am) to follow you. 
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DEMETRIUS: 
Tempt not too much the hatred of my spirit, 
DEMETRIUS CROSS TO AREA A. 
HELENA RISE AND CROSS TO DEMETRIUS' RIGHT. 
For I 
FACE AUDIENCE OFF A-B SIDE. 
am sick when I do look on thee. 
HELENA: 
And I am sick when I look not on you. 
DEMETRIUS: 
I 1 ll run from thee and hide me in the brakes 
JUMP UP ON BENCH. FACE INTO PLATFORM TOWARD HELENA. 
And leave thee to the mercy of wild beasts. 
HELENA: 
PUT ARMS UP AROUND DEMETRIUS 1 WAIST. 
The wildest hath not such a heart as you. 
DEMETRIUS: 
I will not stay thy questions. Let me go! 
PUSHES HER AWAY. 
JUMPS OFF PLATFORM 3 TO PATH 2. 
CROSS TO PLATFORM 2. 
HELENA: 
CROSS DOWN STEPS TO PATH 2 TO PLATFORM 2. 
Fie, Demetrius. 
Your wrongs do set a scandal on my sex. 
STOP IN POOL OF CENTER LIGHT ABRUPTLY. 
We cannot fight for love, as men may do; 
We should be wooed, and were not made to woo. 
DEMETRIUS EXIT DOOR 2. 
I'll follow thee, and make a heaven of hell 
To die upon the hand I love so well. 
HELENA EXIT DOOR 2. 
OBERON: 
Fare thee well, nymph. Ere he do leave this grove, 
Thou shalt fly him, and he shall seek thy love. 
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ACT I--SCENE V 
SAME. 
PUCK ENTER DOOR 3, CROSS PLATFORM l TO PLATFORM 3, 
AREA D. 
OBERON: 
Hast thou the flower there? Welcome, wanderer. 
PUCK: 
Ay, there it is. 
OBERON: 
I pray thee give it me. 
I know a bank where the wild thyme blows, 
Where oxlips and the nodding violet grows, 
CROSS TO AREA D. 
PUCK CROSS THROUGH AREA B TO AREA A. 
Quite over-canopied with luscious woodbine, 
With sweet musk-roses, and with eglantine. 
There sleeps Titania sometime of the night, 
Lulled in these flowers with dances and delight. 
And with the juice of this I'll streak her eyes 
And make her full of hateful fantasies. 
Take thou some of it and seek through this grove. 
A sweet Athenian lady is in love 
With a disdainful youth. Anoint his eyes; 
But do it when the next thing he espies 
May be the lady. Thou shalt know the man 
By the Athenian garments he hath on. 
Effect it with some care, that he may prove 
More fond on her than she upon her love; 
And look thou meet me ere the first cock crow. 
PUCK: 
Fear not, my lord; your servant shall do so. 
PUCK BOWS AND LEAPS AND PIROUETTES. 
PUCK EXIT DOOR l, PATH 7. 
TITANIA AND FAIRIES ENTER DOOR 3, CROSS TO 
CENTER OF PLATFORM l. 
TITANIA: 
Come now, a roundel and a fairy song; 
Then, for the third part of a minute, hence. 
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Sing me now asleep. 
Then to your offices, a.nd let me rest. 
DANCE OF FAIRIES. 
FAIRIES EXIT DOOR 3. 
OBERON CROSS TO PLATFORM 1. 
OBERON: 
SIT - KNEEL OVER TITANIA'S HEAD. 
What thou seest when thou dost wake, 
Do it for thy true-love take; 
Love and languish for his sake. 
Be it ounce or cat or bear, 
Pard, or board with bristled hair 
In thy eye that shall appear 
OBERON TOUCH FLOWER TO TITANIA'S EYELIDS. 
When thou wak 1 st, it is thy dear. 
RISE. 
Wake when some vile thing is near. 
OBERON EXIT DOOR 1, PATH 7. 
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ACT I--SCENE VI 
SAME. 
ENTER LYSANDER AND HERMIA, DOOR 1, PATH 6. 
CROSS TO PLATFORM 3. 
LYSANDER: 
Fair love, you faint with wand'ring in the sood; 
And to speak troth, I have forgot our way. 
We'll rest us, Hermia, if you think it good, 
And tarry for the comfort of the day. 
HERMIA: 
Be't so, Lysander. Find you out a bed, 
SIT DOWN IN AREA D. 
For I upon this bank will rest my head. 
LYSANDER: 
SIT DOWN IN AREA D NEXT TO HERMIA. 
One turf shall serve as pillow for us both, 
One heart, one bed, two bosoms, and one troth. 
HERMIA: 
Nay, good Lysander. For my sake, my dear, 
Lie further off yet; do not lie so near. 
LYSANDER: 
TAKES HER IN HIS ARMS. 
By your side no bed-room me deny, 
For lying so, Hermia, I do not lie. 
HERMIA: 
But, gentle friend, for love and courtesy 
Lie further off, in human modesty. 
Such separation as may well be said 
Becomes a virtuous bachelor and a maid, 
So far be distant; 
SHOVE HIM HARD. 
LYSANDER SITS CENTER (STARTLED). 
(SLIGHT PAUSE). 
and good night, sweet friend. 
Thy love ne'er alter till thy sweet life end. 
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LYSANDER: 
Amen, amen, to that fair prayer say I, 
And then end life when I end loyalty. 
Here is my bed. 
LIE WITH HEAD IN AREA A, FEET IN AREA C. 
Sleep give thee all his rest! 
HERMIA: 
KISSES HER HAND, REACHES TO MEET LYSANDER 1 S OUTSTRETCHED 
HAND. LIES DOWN, HEAD IN AREA D, FEET IN AREA B. 
With half that wish the wisher's eyes be pressed! 
LYSANDER AND HERMIA SLEEP. 
PUCK: 
ENTER DOOR 3, CROSS TO PLATFORM 1. 
LOOK AT TITANIA. 
Through the forest have I gone, 
But Athenian found I none 
On whose eyes I might approve 
CROSS DOWN STEPS OF PLATFORM 1 TO PATH 3. 
This flower's force in stirring love. 
IN PATH 3. 
Night and silence! 
CROSS TO PLATFORM 3. 
Who is here? 
Weeds of Athens he doth wear. 
This is he (my master said) 
Despised the Athenian maid; 
And here the maiden, sleeping sound 
On the dank and dirty ground. 
Pretty soul, she durst not lie 
Near this lack-love, this kill-courtesy. 
Churl, 
HOLDS FLOWER OVER LYSANDER'S EYE5. 
upon thy eyes I throw 
All the power this charm doth owe; 
When thou wak 1 st, let love forbid 
Sleep his seat on thy eyelid. 
So awake when I am gone, 
For I must now to Oberon. 
EXIT DOOR 1, PATH 7. 
LIGHT 
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ENTER DEMETRIUS AND HELENA, DOOR 2, CROSS TO 
PLATFORM 2. 
HELENA: 
IN PATH 1. 
Stay, though thou kill me, sweet Demetrius. 
DEMETRIUS: 
TRIPS ON TOP STEP OF PLATFORM 2. FALLS FLAT ON BACK 
WITH HEAD IN B AND FEET IN A. 
I charge thee, hence, and do not haunt me thus. 
HELENA: 
ON PLATFORM 2, AREA B. 
o, 
(SLIGHT PAUSE), INDEX FINGER UNDER CHIN. 
wilt thou darkling leave me? Do not so. 
DEMETRIUS: 
ROLLS OVER, RISES, CROSSES TO PATH 2. 
Stay, on thy peril! I alone will go. 
HELENA: 
0, I am out of breath in this fond chase. 
SLOW CROSS TO PLATFORM 3. 
The more my prayer, the lesser is my grace. 
Happy is Hermia, wheresoe'er she lies. 
But who is here? 
ON STEPS FROM PATH 2 TO PLATFORM 3. 
Lysander, on the ground? 
KNEEL. RUN HAND UP LYSANDER'S ARM. 
Dead, or asleep? I see no blood, no wound. 
Lysander, if you live, good sir, awake. 
LYSANDER: 
RISES TO KNEELING POSITION WITH HIS ARMS AROUND HER 
SHOULDERS. 
And run through fire I will for thy sweet sake. 
Transparent Helena, Nature shows art, 
That through thy bosom makes me see thy heart. 
i._\[('.; 
LIGHTS 
lf 2la 
if 22 
READY 
LIGHTS 
11 2la 
# 22 
HELENA: 
Do not say so, Lysander, 
Hermia still loves you. 
LYSANDER: 
Content with Hermia? 
RISE: 
say not so. 
Then be content. 
No! I do repent 
The tedious minutes I with her have spent. 
Not Hermia, but Helena I love. 
Who will not change a raven for a dove? 
HELENA: 
Wherefore was I to this keen mockery born? 
When at your hands did I deserve this scorn? 
SHAKES OFF HIS HANDS. 
Is't not enough, is't not enough, young man, 
That I did never, no, nor never can, 
Deserve a sweet look from Demetrius' eye, 
But you must flout my insufficiency? 
HELENA EXITS DOOR 1, PATH 7. 
LYSANDER: 
TURN TO HERMIA. 
She sees not Hermia. Hermia, sleep thou ihere, 
And, all my powers, address your love and might 
To honor Helen and to be her knight. 
EXIT DOOR 1, PATH 7. 
HERMIA: 
Help me, Lysander, help me! Do thy best 
To pluck this crawling serpent from my breast. 
Ay me, for pity. What a dream was here! 
Lysander, look how I do quake with fear. 
Methought a serpent eat my heart away, 
And you sat smiling at his cruel prey. 
RISE. 
Lysander! 
CROSS SLOWLY TO AREA C. 
What, removed? Lysander! lord! 
SLOW CROSS TO PLATFORM 2. 
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GO 
What, out of hearing? gone? No sound, no word? 
IN PATH l. 
Alack, where are you? 
HERMIA EXIT DOOR 2. 
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ACT I--SCENE VII 
SAME. 
PETER QUINCE ENTER DOOR 2, CROSS PLATFORM 2 TO PLATFORM 3. 
SNUG, SNOUT, ROBIN STARVELING ENTER DOOR 1, PATH 7, 
CROSS TO PLATFORM 3. 
FLUTE ENTER DOOR 1, PATH 6, CROSS TO PLATFORM 3. 
BOTTOM ENTER DOOR 2, CROSS PLATFORM 2 TO PLATFORM 3. 
BOTTOM: 
Are we all met? 
QUINCE: 
Pat, pat; and here's a marvellous convenient place 
for our rehearsal. This green plot shall be our stage, 
this hawthorn brake our tiring house, and we will do 
it in action as we will do it before the Duke. 
BOTTOM: 
CROSS TO AREA C. 
Peter Quince? 
QUINCE: 
What sayest thou, bully Bottom? 
BOTTOM: 
There are things in this comedy of Pyramus and 
Thisby that will never please. First, Pyramus must 
draw a sword to kill himself; which the ladies cannot 
abide. How answer you that? 
SNOUT: 
By'r lakin, a parlous fear. 
STARVELING: 
I believe we must leave the killing out, when all is done. 
BOTTOM: 
Not a whit. I have a device to make all well. 
CROSS TO AREA B. 
Write me a prologue, and let the prologue seem to say, 
CROSS TO AREA C. 
we will do no harm with our swords, and that Pyramus 
is not killed indeed; and for the more better assurance, 
tell them that I Pyramus am not Pyramus, but Bottom 
the weaver. This will put them out of fear. 
QUINCE: 
CROSS TO AREA B. 
Well, we will have such a prologue, 
CROSS TO AREA D, SIT ON STOOL. 
be written in eight and six. 
BOTTOM: 
and it shall 
No, make it two more; let it be written in eight and eight. 
SNOUT: 
SNUG CLIMBS ON BENCH IN AREA A TO AGREE WITH SNOUT. 
Will not the ladies be afeard of the lion? 
STARVELING: 
I fear it, I promise you. 
BOTTOM: 
Masters, you ought to consider with yourselves, 
CROSS TO AREA B. 
to bring in (God shield us) a lion among ladies is 
a most dreadful thing. 
SNOUT: 
Therefore another prologue must tell he is not a lion. 
BOTTOM: 
CROSS TO AREA A AND STAND ON BENCH. MOVE SNUG 1 S 
HEAD IN APPROPRIATE GESTURES. 
Nay, you must name his name, and half his face must be 
seen through the lion's neck, 
CROSS TO AREA C. 
and he himself must 
speak through, saying thus, or to the same defect: 
SNUG ON KNEES ON BENCH IN AREA A MIMICS BOTTOM. 
'Ladies,' or 'Fair ladies,--I would wish you' or 
'I would request you' 
(SLIGHT PAUSE) TURN TO SNUG TO PUSH HIS HEAD DOWNWARD. 
or 'I would entreat you--not to 
fear, not to tremble. My life for yours! If you 
think I come higher as a lion, it were pity of my 
life. No! I am no such thing. I am a man as other 
men are.' And there, indeed, let him name his name 
and tell them plainly he is Snug the joiner. 
FLUTE CLAPS HIS HANDS. 
QUINCE: 
Well, it shall be so. 
PETER QUINCE CROSS TO AREA A AND THEN TO AREA B. 
BOTTOM CROSS TO AREA D, SIT ON STOOL. 
But there is two hard things: 
that is, to bring the moonlight into a chamber; for you 
know, Pyramus and This by meet by moonlight. One must 
come in with a bush of thorns and a lantern, and say he comes 
to disfigure, or to present, the person of Moonshine. 
Then there is another thing. We must have a wall in 
the great chamber; for Pyramus and Thisby, says the 
story, did talk through the chink of a wall. 
SNOUT: 
You can never bring in a wall. What say you., Bottom? 
BOTTOM: 
BOTTOM, PETER QUINCE, AND SNUG CONVERGE ON SNOUT TO 
INDICATE HE IS ELECTED. 
Some man or other must present Wall; and let him 
have some plaster, or some loam, or some roughcast 
about him, to signify wall; and let him hold his 
fingers thus; 
SEPARATE MIDDLE AND THIRD FINGER RATHER THAN TRADITIONAL 
INDEX AND MIDDLE FINGER. 
and through that cranny shall Pyramus and 
Thisby whisper. 
QUINCE: 
If that may be, then all is well. 
BOTTOM CROSS TO AREA C. 
PETER QUINCE CROSS TO AREA D, SIT. 
Come, every mother's 
son, ··and rehearse your parts. Pyramus, you begin. 
When you have spoken your speech, enter into that 
brake; and so every one according to his cue. 
ENTER PUCK DOOR 2, CROSS TO PLATFORM 2. 
PUCK: 
What hempen homespuns have we swagg'ring here, 
So near the cradle of the Fairy Queen? 
(SLIGHT PAUSE) 
What, a play toward? 
TO AUDIENCE OFF SIDE OF AREA A. 
I'll be an auditor; 
TO AUDIENCE OFF SIDE OF AREA B. 
An actor too perhaps, if I see cause. 
QUINCE: 
Speak, Pyramus. Thisby, stand forth. 
PYRAMUS: 
Thisby, the flowers of odioussavors sweet--
QUINCE: 
Odorous, odorous. 
PYRAMUS: 
--odors savors sweet; 
So hath thy breath, my dearest Thisby dear. 
But hark, a voice! Stay thou but here awhile, 
And by and by I will to thee appear. 
CROSS TO PLATFORM 2. SIT CENTER, FACING AUDIENCE 
IN CENTER. 
PUCK: 
A stranger Pyramus than e'er played here! 
PLACES ASS'S HEAD ON BOTTOM. 
THISBY: 
Must I speak now? 
QUINCE: 
Ay, marry, must you. For you must understand he goes 
but to see a noise that he heard, and is to come again. 
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THISBY: 
PETER QUINCE ARRANGES THISBY'S HANDS AND FINGERS 
IN PSEUDO-APPROPRIATE GESTURES. 
Most radiant Pyramus, most lily-white of hue, 
Of color like the red rose on triumphant brier, 
Most brisky juvenal, and 
PETER QUINCE RAISES THISBY'S HEAD. 
eke most lovely Jew, 
As true as truest horse, that yet would never tire, 
I'll meet thee, Pyramus, at Ninny's tomb. 
QUINCE: 
'Ninus 1 tomb,' man. Why, you must not speak that 
yet. That you answer to Pyramus. You speak all 
your part at once, cues and all. Pyramus, enter. Your 
cue is past; it is 'never tire.' 
THISBY: 
0--As true as truest horse, that yet would never tire. 
PUCK LEADS BOTTOM TO PLATFORM 3. 
PYRAMUS: 
ON STEPS OF PLATFORM 3 TO PATH 2. 
If I were fair, Thisby, I were only thine. 
QUINCE: 
0 monstrous! 0 strange! 
masters! Fly, masters! 
We are haunted. 
Help! 
Pray, 
ALL CLOWNS JUMP OFF PLATFORM 3 AND HUDDLE BEHIND 
AUDIENCE CHAIRS. 
FLUTE NEXT TO PLATFORM 3 BY AREA C. 
PETER QUINCE OUT DOOR 1 BY PATH 7. 
ROBIN STARVELING AND SNOUT EXIT DOOR 1, PATH 6. 
SNUG OFF PLATFORM 3 BY AREA A. 
PUCK: 
JUMP UP ON BENCH IN AREA A. 
FACE CENTER OF PLATFORM AND TURN BOTTOM AROUND IN 
CIRCLES. 
I'll follow you; I'll lead you about a round, 
2 7Jl 
Through bog, through bush, through brake, through brier. 
EXIT DOOR 1, PATH 6. 
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BOTTOM: 
CENTER OF PLATFORM 3. 
Why do they run away? This is a knavery of them to 
make me afeard. 
SNOUT ENTERS DOOR 1, PATH 6 TO PLATFORM 3. 
SNOUT: 
0 Bottom, thou art changed. What do I see on thee? 
BOTTOM: 
What do you see? You see an ass-head of your own, 
do you? 
SNOUT EXIT DOOR l, PATH 6. 
ENTER PETER QUINCE DOOR l, PATH 7, CROSS TO STEPS OF 
PLATFORM 3 FROM PATH 2. 
QUINCE: 
Bless thee, Bottom, bless thee! Thou are translated. 
EXIT DOOR 1, PATH 7. 
BOTTOM: 
DURING SPEECH, FLUTE CLIMBS ON PLATFORM 3, EXITS 
DOOR 1, PATH 7. 
SNUG EXITS ACROSS PLATFORM 3 TO DOOR l, PATH 6. 
See their knavery. This is to 
fright me, if they could. But 
this place, do what they can. 
here, and will sing, that they 
afraid. 
BOTTOM CROSS TO PLATFORM l. 
make an ass of me, to 
I will not stir from 
I will walk up and down 
shall hear I am not 
The woosel cock so black of hue, 
With orange-tawny bill, 
TITANIA: 
RISES. 
The throstle with his note so true, 
The wren with little quill--
What angel wakes me from my flow'ry bed? 
BOTTOM IN AREA C OF PLATFORM l. 
I pray thee, gentle mortal, sing again. 
Mine ear is much enamored of thy note; 
27.11 
So is mine eye enthralled to thy shape; 
And thy fair virtue's force (perforce) doth move me, 
On the first view, to say, to swear, I love thee. 
BOTTOM: 
Methinks, mistress, you should have little reason for 
that. And yet, to say the truth, reason and love keep 
little company together nowadays. The more the pity 
that some honest neighbors will not make them friends. 
Nay, I can gleek, upon occasion. 
TITANIA: 
Thou art as wise as thou art beautiful. 
BOTTOM: 
Not so, neither; but if I had wit enough to get out 
of this wood, 
START CROSS DOWN STEPS OF PLATFORM l TO PATH 3. 
I have enough to serve mine own turn. 
TITANIA: 
Out of this wood do not desire to go. 
Thou shalt remain here, whether thou wilt or no. 
I am a spirit of no common rate, 
The summer still doth tend upon my state; 
BOTTOM AND TITANIA SIT CENTER OF PLATFORM l. 
And I do love thee, 
Peaseblossom, Cobweb, Moth, and Mustardseed! 
ENTER PEASEBLOSSOM, MOTH, MUSTARDSEED, AND COBWEB 
DOOR 3 TO PLATFORM l. 
PEASEBLOSSOM: 
LIES IN AREA C WITH HEAD ON BOTTOM'S LEG. 
Ready. 
COBWEB: 
And I. 
MOTH: 
And I. 
ALL: 
Where shall we go? 
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TITANIA: 
SENSUOUSLY. 
Be kind and courteous to this gentleman. 
Hop in his walks and gambol in his eyes; 
Feed him with apricocks and dewberries, 
With purple grapes, green figs, and mulberries; 
RISE. 
The honey-bags steal from the humblebees, 
And for night tapers crop their waxes thighs, 
And light them at the fiery glowworm's eyes, 
KNEEL FACING BOTTOM BETWEEN HIS OPEN LEGS. 
To have mu love to bed and to arise; 
And pluck the wings from painted butterflies 
To fan the moonbeams 
MOVE UP BETWEEN HIS LEGS. 
from his sleeping eyes. 
PUT ARMS AROUND HIS NECK. 
Nod to him, elves, and do him courtesies. 
PEASEBLOSSOM: 
Hail, mortal! 
COBWEB: 
Hail! 
MOTH: 
Hail! 
BOTTOM: 
I cry your worships mercy, heartily. I beseech your 
worship 1 s name. 
COBWEB: 
Cobweb. 
BOTTOM: 
I shall desire you of more acquaintance, good Master 
Cobweb. If I cut my finger, I shall make bold with 
you. Your name, honest lady? 
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PEASEBLOSSOM: 
Peaseblossom. 
BOTTOM: 
I pray you, commend me to Mistress Squash, your mother, and 
to Master Peascod, your father. Good Mistress Peaseblossom, 
I shall desire you of more acquaintance too. Your name, 
I beseech your, Mistress? 
MUSTARDSEED: 
Mustardseed. 
BOTTOMz 
Good Mistress Mustardseed, I know your patience well. 
That same cowardly, giantlike ox-beef hath devoured 
many a gentleman of your house. I promise you your 
kindred hath made my eyes water ere now. I desire of 
you more acquaintance, good Mistress Mustardseed. 
TITANIA I 
Come wait upon him; 
RISE. CROSS THROUGH AREA D TO B TO A. 
lead him to my bower. 
FAIRIES LEAD BOTTOM DOWN STEPS OF PLATFORM 1 TO PATH 1, 
CROSS AROUND B-D SIDE OF PLATFORM 1 TO PATH 4. 
The moon, methinks, looks with a wat'ry eye; 
And when she weeps, weeps every little flower, 
Lamenting some enforced chastity. 
Tie up my lover's tongue, bring him silently. 
TITANIA, BOTTOM, FAIRIES EXIT DOOR 3. 
END ACT I 
IV. SCRIPT 
B. ACT II. 
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ACT II--SCENE I 
SAME 
OBERON DISCOVERED ON PLATFORM 3. 
OBERON: 
I wonder if Titania be awaked; 
Then, what it was that next came in her eye, 
Which she must dote on in extremity. 
PUCK ENTER DOOR 3, CROSS TO PLATFORM 1. 
Here comes my messenger. 
OBERON CROSS TO PLATFORM 1. 
How now, mad spirit? 
PUCK: 
My mistress with a monster is in love. 
A crew of patches, rude mechanicals, 
Were met together to rehearse a play, 
Intended for Great Theseus' nuptial day. 
The shallowest thickskin of that barren sort, 
When I did him at this advantage take, 
An ass's nole I fixed on his head. 
So at his sight away his fellows fly, 
And left sweet Pyramus translated there 1 When in that moment (so it came to pass) 
Titania waked, and straightway loved an ass. 
OBERON: 
This falls out better than I could devise. 
But hast thou yet latched the Athenian's eyes 
With the love-juice, as I did bid thee do? 
PUCK: 
I took him sleeping (that is finished too) 
And the Athenian woman by his side, 
That, when he waked., of force she must be eyed.. 
DEMETRIUS AND HERMIA ENTER DOOR l PATH 6, CROSS 
TO PLATFORM 3. DEMETRIUS IN AREA D, HERMIA IN 
AREA C. 
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OBERON; 
St&ntl cJo:oe. ThiE is the same Athenian. 
PUCK: 
This is the woman, but not this the man. 
DEMETRIUS: 
0, why rebuke you him that loves you so? 
Lay breath so bitter on your bitter foe. 
HERMIA: 
Now I but chide; but I should use thee worse, 
For thou, I fear, hast given me cause to curse. 
If thou hast slain Lysander in his sleep, 
Being o'er shoes in blood, plunge in the deep, 
CROSS TO PLATFORM 2. 
And kill me too. 
DEMETRIUS: 
You spend your passion on a misprised mood. 
CROSS TO STEPS OF PLATFORM 2 FROM PATH 2. 
I am not guilty of Lysander's blood, 
Nor is he dead, for aught that I can tell. 
HERMIA: 
I pray thee, tell me then that he is well. 
DEMETRIUS: 
An if I could, what should I get therefore? 
PUT ARMS AROUND HER WAIST. 
HERMIA: 
A privilege never to see me more; 
And from thy hated presence part I so. 
EXIT DOOR 2. 
See me no more, whether he be dead or no. 
DEMETRIUS: 
There is no following her in this fierce vein. 
Here therefore for a while I will remain. 
LIE DOWN, HEAD IN A, FEET IN B. SLEEP. 
LIGHT 
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OBERON: 
CROSS TO PLATFORM 2, AREA A. 
PUCK CROSS TO PLATFORM 2, AREA D. 
What hast thou done? Thou hast mistaken quite 
And laid the love-juice on some true-love's sight. 
About the wood, go swifter than the wind, 
And Helena of Athens look thou find. 
All fancy-sick she is, and pale of cheer 
With sighs of love, that costs the fresh blood dear. 
By some illusion see thou bring her here. 
I'll charm his eyes against she do appear. 
PUCK: 
BOW, JUMP, PIROUETTE. EXIT DOOR l, PATH 7. 
I go, I go, look how I go, 
Swifter than an arrow from the Tartar's bow. 
OBERON: 
KNEEL, SIT OVER DEMETRIUS' HEAD. 
Flower of this purple dye, 
Hit with Cupid's archery, 
TOUCH FLOWER TO DEMETRIUS' EYELIDS. 
RISE. 
Sink in apple of his eye! 
When his love he doth espy, 
Let her shine as gloriously 
As the Venus of the sky. 
When thou wak'st, if she be by, 
Beg of her for remedy. 
PUCK ENTER DOOR l, PATH 7 
PUCK: 
OBERON: 
Captain of our fairy band, 
Helena is here at hand, 
And the youth, mistook by me, 
Pleading for a lover's fee. 
Shall we their fond pageant see? 
Lord, what fools these mortals be! 
Stand aside. 
PUCK AND OBERON CROSS TO PLATFORM l. 
The noise they make 
Will cause Demetrius to awake. 
PUCK: 
Then will two at once woo one: 
That must needs be sport alone. 
And those things do best please me 
That befall prepost'rously. 
ENTER LYSANDER AND HELENA DOOR 1, PATH 7. 
LYSANDER: 
Why should you think that I should woo in scorn? 
Scorn and derision never come in tears. 
Look, when I vow, I weep; and vows so born, 
HELENA: 
IN PATH 2. 
These vows are Hermia's. Will you give her o'er? 
LYSANDER: 
I had no judgment when to her I swore. 
HELENA: 
ON STEP ON PLATFORM 2 FROM PATH 2. 
Nor none, in my mind, now you give her o'er. 
LYSANDER: 
BOTTOM OF STEPS OF PLATFORM 2 FROM PATH 2. 
Demetrius loves her; and he loves not you. 
DEMETRIUS: 
RISE. 
Helen, goddess, nymph, perfect, divine! 
To what, my love, shall I compare thine eyne? 
Crystal is muddy. 0, how ripe in show 
Thy lips, those kissing cherries, tempting grow! 
HELENA CROSS TO AREA C. 
DEMETRIUS AND LYSANDER WITH EYES CLOSED PRESS FORWARD 
TO ALMOST KISS EACH OTHER. WHEN THEIR ARMS ENTANGLE 
THEY OPEN EYES AND REACT VIOLENTLY. BOTH TURN TO 
FOCUS ON HELENA. 
0, let me kiss 
This princess of pure white, this seal of bliss. 
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HELENA: 
0 spite! 0 hell! I see you all are bent 
To set against me for your merriment. 
If you were civil and knew courtesy, 
You would not do me thus much injury. 
Can you not hate me, as I know you do, 
But you must join in souls to mock me too? 
If you were men, as men you are in show, 
You would not use a gentle lady so; 
You both are rivals, and love Hermia; 
And now both rivals to mock Helena. 
LYSANDER: 
LIFT DEMETRIUS BODILY OFF PLATFORM AND SET HIM 
ON FLOOR BY PATH 2. 
You are unkind, Demetrius. Be not so! 
For you love Hermia: this you know I know. 
And here, with all good will, with allmy heart, 
In Hermia's love I yield you up my part; 
And yours of Helena to me bequeath, 
Whom I do love 
KNEEL IN AREA C AT HELENA'S FEET. 
and will do till my death. 
HELENA: 
Never did mockers waste more idle breath. 
DEMETRIUS: 
CLIMB BACK ONTO PLATFORM 2. CROSS TO LYSANDER. 
Lysander, keep thy Hermia: I will none. 
If e'er I loved her, all that love is gone. 
My heart to her but as guestwise sojourned, 
And now to Helen is it home returned, 
There to remain. 
LYSANDER: 
RISE. 
Helen, it ~s not so. 
DEMETRIUS: 
Look where thy love comes. 
PUSH LYSANDER OFF PLATFORM 2, DOWN TO PATH l. 
Yonder is thy dear. 
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ENTER HERMIA DOOR 2. 
SPEECH IN PATH l. 
HERMIA: 
Thou art not by mine eye, Lysander, found; 
Mine ear, I thank it, brought me to thy sound. 
But why unkindly didst thou leave me so? 
LYSANDER: 
Why should he stay whom love doth press to go? 
HERMIA: 
What love could press Lysander from my side? 
LYSANDER: 
ON STEP OF PLATFORM 2 FROM PATH l. 
HELENA CROSS TO CORNER OF AREA D, FACE INTO 
CENTER OF PLATFORM. 
DEMETRIUS FOLLOWS HER AND "PAWS" HER. 
Fair Helena; who more engilds the night 
Than all yon fiery oes and eyes of light. 
Why seek'st thou me? Could not this make thee know, 
IN AREA A. 
The hate I bare thee made me leave thee so? 
HERMIA: 
IN AREA A. 
You speak not as you think. It cannot be. 
HELENA: 
PUSH DEMETRIUS AWAY SO HARD, HE SITS CENTER. 
La, she is one of this confederacy. 
Now I perceive they have conjoined all three 
To fashion this false sport in spite of me. 
DEMETRIUS RISE. 
HELENA CROSS TO AREA C. TO CONFRONT HERMIA. 
Injurious Hermia, most ungrateful maid, 
Will you rent our ancient love asunder, 
To join with men in scorning your poor friend? 
It is not friendly, 'tis not maidenly. 
Our sex, as well as I, may chide you for it. 
Though I alone do feel the injury. 
HERMIA: 
I am amazed at your passionate words. 
I scorn you not. It seems that you scorn me. 
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HELENA: 
CROSS TO AREA D. 
Have you not set Lysander, as in scorn, 
To follow me and praise my eyes and face? 
And made your other love, Demetrius 
(Who even but now did spurn me with his foot), 
To call me goddess, nymph, divine, and rare, 
Precious, celestial? 
HERMIA: 
CROSS TO AREA C. 
I understand not what you mean by this. 
HELENA: 
CROSS TO AREA A. 
A~ do. Persever, counterfeit sad looks, 
Make mouths upon me when I turn my back, 
Wink each at other, hold the sweet jest up. 
CROSS TO STEPS OFF PLATFORM 2 TO PATH 2. 
But fare ye well. 'Tis partly my own fault, 
IN PATH 2. 
Which death or absence soon shall remedy. 
LYSANDER: 
IN PATH 2. 
Stay, gentle Helena; hear my excuse, 
My love, my life, my soul, fair Helena! 
HELENA: 
0 excellent! 
HERMIA: 
FOLLOWS LYSANDER. 
Sweet, do not scorn her so. 
DEMETRIUS: 
CROSS TO LYSANDER IN PATH 2. 
HELENA UP ON PLATFORM 3 IN CENTER. 
If she cannot entreat, I can compel. 
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LYSANDER: 
Thou canst compel no more than she entreat. 
Thy threats have no more strength than her weak prayers. 
Helen, 
CROSS TO PLATFORM 3, KNEEL AT HELENA'S FEET 
IN AREA C. 
I love thee; by my life, I do! 
DEMETRIUS: 
RUN UP ON PLATFORM 3, KNEEL AT HELENA 1 S FEET 
IN AREA D. 
I say I love thee more than he can do. 
LYSANDER: 
HERMIA MOUNT STEPS AND STAND IN AREA A. 
If thou say so, withdraw and prove it too. 
DEMETRIUS: 
RISE. 
HERMIA GRABS LYSANDER'S ARM. 
LYSANDER: 
Hang off, thou cat, thou burr! Vile thing, let loose, 
Or I will shake thee from me like a serpent. 
HERMIA: 
HELENA SIT ON END OF BENCH IN AREA B. 
Why are you grown so rude? What change is this, 
Sweet love? 
LYSANDER: 
Thy love? 
Out, loathed med 1 cine! 
HERMIA: 
Out, tawny Tartar, out! 
0 hated potion, hence! 
What, can you do me greater harm than hate? 
Am not I Hermia? Are not you Lysander? 
I am as fair now as I was erewhile. 
Since night you loved me; yet since night you left me. 
LYSANDER: 
Ay, by my life! 'Tis no jest 
That I do hate thee, and love Helena. 
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LYSANDER SHAKE OFF HERMIA AND STAND AT TOP OF 
STEPS TO PATH 3. 
HERMIA: 
DEMETRIUS IN AREA B. 
HERMIA BEGINS SLOW CIRCLING CROSS TO HELENA, WHO 
SLIDES ALONG LENGTH OF BENCH AND FINALLY GOES DOWN 
STEPS OF PLATFORM 3 TO PATH 2. 
0 me! you juggler, youcanker blossom, 
You thief of love! What, have you come by night 
And stol 1 n my love's heart from him? 
And are you grown so high in his esteem 
Because I am so dwarfish and so low? 
How low am I, thou painted maypole? Speak! 
How low am I? I am not yet so low 
But that my nails can reach unto thine eyes, 
DEMETRIUS AND LYSANDER MOVE FORWARD AND HOLD HERMIA 
OFF GROUND UNDER HER ARMS AND WAIST--SO SHE MAKES 
SWIMMING MOTION TO REACH OUT AT HELENA. 
HELENA: 
I pray you, though you mock me, gentlemen, 
Let her not hurt me. I was never curst; 
I have no gift at all in shrewishness; 
I am a right maid for my cowardice. 
Let her not strike me. 
LYSANDER: 
Be not afraid. She shall not harm thee, Helena. 
DEMETRIUS: 
No, sir, she shall not, 
MEN PUT HERMIA DOWN BUT HOLD HER. 
HELENA: Though she be but little, she 
is fierce. 
HERMIA: 
'Little' again? nothing but 'low' and 'little'? 
Why will you suffer her to flout me thus? 
STRUGGLE AGAINST TWO MEN. 
Let me come to her. 
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LYSANDER: 
PUSH HERMIA TO AREA D. 
Get you gone, 
You minimus, of hind 1 ring knotgrass made! 
You bead, you acorn! 
CROSS TO DEMETRIUS. 
Now follow, if thou dar 1 st, to try whose right, 
Of thine or mine, is most in Helena. 
DEMETRIUS: 
EXIT BOTH DOOR 2 BY PLATFORM 2 GLOWERING AT EACH 
OTHER AND RUNNING FACE TO FACE. 
Follow? Nay, I'll go with thee, cheek by jowl. 
HELENA: 
I will not trust you, I, 
Nor longer stay in your curst company. 
EXIT DOOR 1, PATH 7. 
HERMIA: 
I am amazed, and know not what to say. 
EXIT DOOR 1, PATH 6. 
OBERON IN CENTER OF PLATFORM 2. 
PUCK IN AREA D. 
OBERON: 
Thou seest these lovers seek a place to fight. 
Hie therefore, Robin, overcast the night. 
And lead these testy rivals so astray 
As one come not within another's way. 
Till o'er their brows death-counterfeiting sleep 
With leaden legs and batty wings doth creep. 
Then crush this herb into Lysander's eye, 
Whose liquor hath this virtuous property, 
When they next wake, all this derision 
Shall seem a dream and fruitless vision, 
And back to Athens shall the lovers wend 
With league whose date till death shall never end. 
Whiles I in this affair do thee employ, 
I'll to my queen and beg her Indian boy; 
And then I will her charmed eye release 
From monster's view, and all things shall be peace. 
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PUCK: 
CROSS TO AREA C. 
My fairy lord, this must be done with haste, 
For night's swift dragons cut the clouds full fast, 
And yonder shines Aurora's harbinger; 
At whose approach ghosts, wand'ring here and there, 
Troop home to churchyards; damned spirits all. 
OBERON: 
CROSS TO STEPS OF PLATFORM 1 TO PATH 3. 
But we are spirits of another sort. 
I with the Morning's love have oft made sport, 
And, like a forester, the groves may tread. 
Make no delay. 
We may effect this business yet ere day. 
EXIT DOOR 1, PATH 7. 
PUCK: 
PUCK CIRCLES ALL PLATFORMS. 
DELIVER ONE LINE OF SPEECH ON EACH PLATFORM. 
PLATFORM 1 TO PLATFORM 3 TO PLATFORM 2 TO 
PLATFORM 1. 
Up and down, up and down, 
I will lead them up and down. 
I am feared in field and town. 
Goblin, lead them up and down. 
LYSANDER ENTER DOOR 2--CROSS TO PATH 1. 
Here comes one. 
LYSANDER: 
Where art thou, proud Demetrius? Speak thou now. 
PUCK: 
Here, villain, drawn and ready. Where art thou? 
LYSANDER: 
I will be with thee straight. 
CROSS TO PLATFORM 1. 
PUCK: 
CROSS TO PLATFORM 3. 
To plainer ground. 
Follow me then 
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ENTER DEMETRIUS DOOR 2, CROSS TO PLATFORM 2. 
DEMETRIUS: 
Lysander, speak again! 
Thou runaway, thou coward, art thou fled? 
PUCK: 
CROSS TO STEPS OF PLATFORM 2 TO PATH 2. 
Thou coward, art thou bragging to the stars, 
Telling the bushes that thou look 1 st for wars, 
And wilt not come? Come, recreant! come, thou child! 
I 1 ll whipihee with a rod. He is defiled 
That draws a sword on thee. 
DEMETRIUS: 
CROSS TO PLATFORM 3. 
Yea, art thou there? 
PUCK: 
STAY IN PATH 2. 
Follow my voice. We'll try no manhood here. 
LYSANDER: 
WANDER CROSS TO PLATFORM 2. 
He goes before me and still dares me on; 
When I come where he calls, then he is gone. 
The villain is much lighter-heeled than I. 
I followed fast, but faster he did fly, 
That fallen am I in dark uneven way, 
And here will rest me. 
PUCK CASTS SPELL ON LYSANDER FROM PATH 2. 
LYSANDER SLEEPS, HEAD IN A, FEET IN C. 
Come, thou gentle day. 
For if but once thou show me thy grey l~t, 
I 1 ll find Demetrius and revenge this spite. 
PUCK: 
Ho, ho, ho! Coward, why com 1 st thou not? 
DEMETRIUS: 
Abide me, if thou dar 1 st; for well I wot 
Thou run 1 st before me, shifting every place, 
And dar 1 st not stand nor look me in the face. 
Where art thou now? 
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PUCK: 
CROSS TO PATH 2 AND HIDE UNDER AUDIENCE TABLE NEAR 
STEPS TO PLATFORM 2 FROM PATH 2. 
Come hither. I am here. 
DEMETRIUS: 
CROSS TO PLATFORM 2. 
Nay then, thou mock 1 st me. Thou shalt buy this dear 
If ever I thy face by daylight see. 
Now go thy way. 
PUCK CASTS SPELL ON DEMETRIUS FROM PATH 2. 
Faintness constraineth me 
To measure out my length on this cold bed. 
By day's approach look to be visited. 
DEMETRIUS LIES DOWN AND SLEEPS, HEAD IN D, 
FEET IN B. 
HELENA ENTERS DOOR l, PATH 7, CROSSES TO 
PLATFORM 2, STEPS OVER DEMETRIUS DRAGGING 
ONE FOOT. 
HELENA: 
0 weary night, 0 long and tedious night, 
Abate thy hours. Shine comforts from the east, 
That I may back to Athens by daylight 
From these that my poor company detest; 
And sleep, that sometimes shuts up sorrow's eye, 
Steal me awhile from mine own company. 
LIES DOWN NEXT TO DEMETRIUS; SLEEPS; HEAD 
IN B, FEET IN D. 
PUCK: 
ON STEPS OF PLATFORM 2 TO PATH 2. 
HOLDS UP TWO FINGERS ON ONE HAND AND ONE ON 
THE OTHER. THEN ADDS ANOTHER FINGER AND LOOKS 
FROM HAND TO HAND TO ADD FOUR. 
Yet but three? Come one more. 
Two of both kinds makes up four. 
Here she comes, curst and sad. 
Cupid is a knavish lad 
Thus to make poor females mad. 
HELENA ENTER DOOR 2. 
CROSS Tn PLATFORM 2, STEP OVER LYSANDER, DRAGGING 
ONE FOOT. 
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HERMIA: 
Never so weary, never so in woe, 
Bedabbled with the dew, and torn with briers, 
I can no further crawl, no further gp; 
My legs can keep no pace with my desires. 
Here will I rest me till the break of day. 
LIES DOWN NEXT TO LYSANDER, HEAD IN C, 
FEET IN A. 
Heavens shield Lysander 
SITS UP AND HOLDS HANDS IN PRAYERFUL ATTITUDE. 
if they mean a fray! 
SLEEPS. 
ALL LOVERS LET OUT SLEEPY SIGH AFTER COUNT OF 1(000). 
PUCK: 
KNEEL-SIT OVER LYSANDER'S HEAD. 
On the ground 
Sleep sound. 
I 1 11 apply 
To your eye 
TOUCH FLOWER TO LYSANDER'S EYELIDS. 
RISE. 
Gentle lover, remedy. 
When thou wak 1 st, 
Thou tak 1 st 
True delight 
In the sight 
Of thy former lady's eye; 
And the country proverb known, 
That every man should take his own, 
In your waking shall be shown: 
Jack shall have Jill, 
Naught shall go ill, 
2 8 'J 
The man shall have his mare again, and all shall be well. 
EXIT DOOR 2. 
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ACT II--SCENE II 
SAME 
ENTER TITANIA, BOTTOM, AND FAIRIES DOOR 3 TO 
PLATFORM 1. 
DANCE OF BOTTOM, TITANIA, AND FAIRIES. 
BOTTOM SITS CENTER. TITANIA KNEEL-SITS BESIDE HIM. 
MOTH SITS IN AREA D. 
TITANIA: 
Come, sit thee down upon this flow 1 ry bed, 
While I thy amiable cheeks do ely, 
And stick musk-roses in thy sleek smooth head, 
And kiss thy fair large ears, my gentle joy. 
BOTTOM: 
Where 1 s Peaseblossom? 
PEASEBLOSSOM: 
SITS IN AREA C BY BOTTOM'S RIGHT LEG. 
Ready. 
BOTTOM: 
Scratch my head, Peaseblossom. Where's Monsieur 
Cobweb? 
CBOWEB: 
STANDS OVER BOTTOM'S HEAD. 
Ready. 
BOTTOM: 
Monsieur Cobweb, good monsieur, get you your 
weapons in your hand, and kill me a red-hipped 
humblebee on the top of a thistle; and, good 
monsieur, bring me the nohey-bag. Do not fret 
yourself too much in the action, monsieur; and, 
good monsieur, have a care the honey-bag break 
not. I would be loath to have you overflown 
with a honey-bag, signior. Where's Mistress 
Mustardseed? 
MUSTARDSEED: 
STANDS IN AREA A. 
Ready. 
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BOTTOM: 
Give me your neaf, Mistress Mustardseed, Pray 
you, leave your curtsy, good Mistress. 
MUSTARDSEED: 
What's your will? 
BOTTOM: 
Nothing, good Mistress, but to help Cavalery 
Cobweb to scratch. I must to the barber's, 
Mistress; for methinks I am marvellous hairy 
about the face, and I am such a tender ass, if 
my hair do but tickle me, I must scratch. 
TITANIA: 
What, wilt thou hear some music, my sweet love? 
Or say, sweet love, what thou desirest to eat. 
BOTTOM: 
Truly, a peck of provender. I could munch your 
good dry oats. Methinks I have a great desire 
to a bottle of hay. Good hay, sweet hay, hath 
no fellow. 
TITANIA: 
I have a venturous fairy that shall seek 
The squirrel's hoard, and fetch thee new nuts. 
BOTTOM: 
I had rather have a handful or two of dried pease. 
But I pray you, let none of your people stir me, I 
have an exposition of sleep come upon me. 
TITANIA: 
Sleep thou, and I will wind thee in my arms. 
Fairies, be gone, and be all ways away. 
EXIT FAIRIES AT DOOR 1. 
So doth the woodbine the sweet honeysuckle 
TITANIA CURLS BOTTOM IN HER ARMS. 
Gently entwist; the female ivy so 
Enrings the barky fingers of the elm. 
0, how I love thee! how I dote on thee! 
THEY SLEEP CENTER IN EACH OTHER'S ARMS. 
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PUCK ENTERS DOOR 1, PATH 6, CROSSES TO PLATFORM 3. 
OBERON ENTERS DOOR 1, PATH 7, CROSSES TO PLATFORM 2. 
OBERON: 
Welcome, good Robin. Seest thou this sweet sight? 
Her dotage now I do begin to pity; 
For,meeting her of late behind the wood, 
When I had at my pleasure taunted her, 
And she in mild terms begged my patience, 
I then did ask of her her changeling child; 
Which straight she gave me, and her fairy sent 
To bear him to my bower in fairyland. 
And now I have the boy, I will undo 
This hateful imperfection of her eyes. 
An~ gentle Puck, take this transformed scalp 
From off the head of this Athenian swain; 
But first I will release the Fairy Queen. 
CROSS TO PLATFORM l. KNEEL-SIT AT TITANIA'S HEAD. 
PUCK FOLLOWS TO PLATFORM 1, AREA D. 
Be as thou wast wont to be; 
See as thou wast wont to see. 
Dian's bud o 1 er Cupid's flower 
Hath such force and blessed power. 
Now, my Titania, wake you, my sweet queen. 
RISE. 
TITANIA: 
RISE WITH OBERON'S HELP. 
My Oberon, what visions have I seen! 
Methought I was enamored of an ass. 
OBERON: 
There lies your love. 
TITANIA: 
COUNTER-CROSS WITH OBERON. 
How came these things to pass? 
COYLY LOOK AT OBERON WITH HANDS ON HIPS. 
0, how mine eyes do loathe his visage now! 
OBERON: 
Silence awhile. 
KISS TITANIA. 
Robin, take off this head. 
Titania, music call, and strike more dead 
Than common sleep of all these five the sense. 
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TITANIA: 
Music, ho, music! such as charmeth sleep. 
PUCK: 
REMOVES ASS'S HEAD FROM BOTTOM, EXITS DOOR 3. 
Now, when thou wak 1 st, with thine own fool's eyes peep. 
OBERON: 
Now thou and I are new in amity, 
And will to-morrow midnight solemnly 
Dance in Duke Theseus' house triumphantly 
And bless it to all fair prosperity. 
There shall the pairs of faithful lovers be 
Wedded, with Theseus, all in jollity. 
EXIT TITANIA AND OBERON DOOR 3. 
ACT II--SCENE III 
SAME 
THESEUS, HIPPOLYTA, EGEUS, ENTER DOOR 2, CROSS 
TO PATH l. 
EGEUS: 
ON STEPS OF PLATFORM 2 FROM PATH 1. 
My lord, this is my daughter here asleep; 
And this, Lysander; this Demetrius is; 
This Helena, old Nedar 1 s Helena. 
I wonder of their being here together. 
THESEUS: 
CROSS TO EGEUS. 
No doubt they rose up early to observe 
The rite of May; and, hearing our intent, 
Came here in grace of our solemnity. 
But speak, Egeus. Is not this the day 
That Hermia should give answer of her choice? 
EGEUS: 
CROSS DOWN STEPS TO HIPPOLYTA. 
It is, my lord. 
THESEUS: 
MOUNT STEPS OF PLATFORM 2 FROM PATH 1. 
Good morrow, friends. Saint Valentine is past. 
Begin these woodbirds but to couple now? 
Good Morrow, Friendsll 
LOVERS RISE TO SITTING POSITION, EMBRACE. 
THEY ALL KNEEL TO THESEUS, 
LYSANDER: 
Pardon, my lord. 
THESEUS: 
I pray you. all, stand up. 
LOVERS STAND. 
I know you two are rival enemies. 
How comes this gentle concord in the world 
That hatred is so far from jealousy 
To sleep by hate and fear no enmity? 
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DEMETRIUS AND HELENA WITHDRAW TO AREA B. 
HELENA SITS WITH FEEL ON STEPS OF PLATFORM 2 TO 
PATH 2. 
DEMETRIUS SITS NEXT TO HER IN FAR CORNER OF AREA B 
WITH ARM AROUND HER WAIST AND ONE KNEE DRAWN UP 
UNDER HIS CHIN. 
LYSANDER: 
THESEUS CROSS TO AREA A, FACE LYSANDER AND HERMIA. 
My lord, I shall reply amazedly, 
Half sleep, half waking; but as yet, I swear, 
I cannot truly say how I came here. 
But, as I think (for truly would I speak), 
And now I do bethink me, so it is--
I came with Hermia hither. Our intent 
Was to be gone from Athens, where we might, 
Without the peril of the Athenian law--
EGEUS: 
CROSS TO AREA A TO THESEUS. 
THESEUS CROSS TO AREA D, FACE AUDIENCE IN CENTER. 
Enough, enough, my lord! you have enough. 
I beg the law, the law, upon his head. 
They would have stol 1n away; they would, Demetrius, 
Thereby to have defeated you and me--
You of your wife,and me of my consent, 
Of my consent that she should be your wife. 
DEMETRIUS: 
RISE, FACE CENTER TO EGEUS AND THESEUS. 
My lord, fair Helen told me of their stealth, 
Of this their purpose hither, to this wood, 
And I in fury hither followed the, 
Fair Helena in fancy following me. 
But, my good lord, I wot not by what power 
(But by some power it is) my love to Hermia, 
Melted as the snow, seems to me now 
As the remembrance of an idle gaud 
Which in my childhood I did dote upon; 
TURN BACK TO HELENA WHO RISES TO RECEIVE HIS 
EMBRACE. 
And all the faith, the virtue of my heart, 
The object and the pleasure of mine eye, 
Is only Helena. 
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THESEUS: 
TURN TO FACE CENTER. 
Fair lovers, you are fortunately met. 
Of this discourse we more will hear anon. 
CROSS TO EGEUS. 
Egeus, I will overbear your will, 
For in the temple, by and by, with us, 
These couples shall eternally be knit; 
CROSS DOWN STEPS TO HIPPOLYTA. 
Away, with us to Athens! 
EXIT THESEUS AND HIPPOLYTA: EGEUS: LYSANDER AND HERMIA: 
DEMETRIUS AND HELENA: ALL IN ELIZABETHAN WALK OUT 
DOOR2. 
BOTTOM: 
RISES, FACES AUDIENCE IN CENTER. 
SCENE PLAYED IN AREA C. 
When my cue comes, call me, and I will answer. My 
next is 'Most fair Pyramus. 1 Hey-ho. Peter Quince? 
Flute the bellows-mender? Snout the tinker? 
Starveling? God's my life! Stol'n hence, and left 
me asleep? I have had a most rare vision. I have 
had a dream, past the wit of man to say what dream 
it was. Man is but an ass if he go about to expound 
this dream. Methought I was--there is no man can 
tell what. Methought I was, and methought I had--But 
man is but a patched fool if he will offer to say 
what methought I had. The eye of man hath not heard, 
the ear of man hath not seen, man's hand is not able 
to taste, his tongue to conceive, nor his heart to 
report what my dream was. I will get Peter Quince 
to write a ballet of this dream. It shall be called 
'Bottom's Dream,' because it hath no bottom; and I 
will sing it in the latter end of our play, before the 
Duke. Peradventure, to make it the more gracious, 
I shall sing it at her death. 
EXIT DOOR 3. 
IV. SCRIPT 
C. ACT III. 
ACT III--SCENE I 
BALCONY OF THESEUS' PALACE, ATHENS. 
MORTALS ENTER DOOR 3, CROSS PLATFORM 1, TO PLATFORM 3 
TO PLATFORM 2, TO STEPS OF STAGE DURING WEDDING 
PROCESSIONAL. THESEUS-HIPPOLYTA STAND CENTER OF 
UPPER STEP. DEMETRIUS-HELENA STAND TO THEIR LEFT 
AND LYSANDER-HERMIA STAND TO THEIR RIGHT. 
THESEUS: 
Joy, gentle friends, joy and fresh days of love 
Accompany your hearts! 
LYSANDER: 
More than to us 
Wait in your royal walks, your board, your bed! 
THESEUS: 
Come now, what masques, what dances shall we have, 
To wear away tlis long age of three hours 
Between our after-supper and bedtime? 
Where is our usual manager of mirth? 
What revels are in hand? Is there no play 
To ease the anguish of a torturing hour? 
Say, what abridgment have you for this evening? 
What masque? what music? How shall we beguile 
The lazy time, if not with some delight? 
DEMETRIUS: 
CROSS TO TABLE CENTER AND GET SCROLL TO HAND TO 
THESEUS. 
There is a brief how many sports are ripe. 
Make choice of which your Highness will see first. 
THESEUS: 
'The battle with the Centaurs, to be sung 
By an Athenian eunuch to the harp.' 
We'll none of that. That have I told my love 
In glory of my kinsman Hercules. 
'The riot of the tipsy Bacchanals, 
Tearing the Thracian singer in their rage.' 
That is an old device, and it was played 
When I from Thebes came last a conqueror. 
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'The thrice three Muses mourning for the death 
Of Learning, late deceased in beggary.' 
That is some satire keen and critical, 
Not sorting with a nuptial ceremony. 
'A tedious brief scene of young Pyramus 
And his love Thisby; very tragical mirth.' 
Merry and tragical? tedious and brief? 
That is hot ice and wondrous strange snow. 
How shall we find the concord of this discord? 
LYSANDER: 
A play there is, my lord, some ten words long, 
Which is as brief as I have known a play; 
But by ten words, my lord, it is too long, 
Which makes it tedious. For in all the play 
There is not one word apt, one player fitted. 
And tragical, my noble lord, it is, 
For Pyramus therein doth kill himself. 
Which when I saw rehearsed, I must confess, 
Made mine eyes water; but more merry tears 
The passion of loud laughter never shed. 
THESEUS: 
What are they that do play it? 
DEMETRIUS: 
Hard-handed men that work in Athens here, 
Which never labored in their minds till now. 
THESEUS: 
And we will hear it. 
LYSANDER: 
It is not for you. 
And it is nothing, 
THESEUS: 
No, my noble lord, 
I have heard it over, 
nothing in the world. 
I will hear that play, 
For never anything can be amiss 
When simpleness and duty tender it. 
Go bring them in; and take your places, ladies. 
THESEUS AND HIPPOLYTA LIE ON ROMAN COUCHES 
--HIPPOLYTA STAGE RIGHT, THESEUS STAGE LEFT. 
HERMIA SITS ON PILLOW STAGE RIGHT (PLACED BY 
LYSANDER). 
LYSANDER STANDS BESIDE HER, ONE FOOT ON STAGE AND 
ONE FOOT ON SECOND STEP. 
HELENA SITS STAGE LEFT ON PILLOW PLACED BY DEMETRIUS. 
DEMETRIUS LIES ON FIRST STEP WITH ONE LEG EXTENDED 
AND LEFT LEG DRAWN UP UNDER KNEE. HIS HEAD RESTS 
AGAINST HELENA'S LEGS. 
HIPPOLYTA: 
I love not to see wretchedness o 1 ercharged, 
And duty in his service perishing. 
THESEUS: 
Why, gentle sweet, you shall see no such thing. 
HIPPOLYTA: 
He says they can do nothing in this kind. 
THESEUS: 
The kinder we, to give them thanks for nothing. 
Our sport shall be to take what they mistake; 
And what poor duty cannot do, noble respect 
Takes it in might, not merit. 
DEMETRIUS: 
So please your Grace the Prologue is addressed. 
THESEUS: 
Let him approach. 
PETER QUINCE ENTERS DOOR 3, CROSS TO PLATFORM l. 
CARRIES EXTRA LONG SCROLL WHICH HE DROPS AND ONE END 
FALLS OFF ON FLOOR BETWEEN HIS LEGS. 
PROLOGUE: 
If we offend, it is with our good will. 
That you should think, we come not to offend, 
But with good will. To show our simple skill, 
That is the true beginning of our end. 
Consider then, we come but in despite. 
We do not come, as minding to content you, 
Our true intent is. All for your delight, 
We are not here. That you should here repent you, 
The actors are at hand: and, by their show, 
You shall know all, that you are like to know. 
THESEUS: 
This fellow doth not stand upon points. 
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LYSANDER: 
He hath rid his prologue like a rough colt; ne knows 
not the stop. A good moral, my lord: it is not enough 
to speak, but to speak true. 
HIPPOLYTA: 
Indeed he hath played on this prologue like a child 
on a recorder--a sound, but not in government. 
THESEUS: 
His speech was like a tangled chain; nothing impaired, 
but all disordered. Who is next? 
PYRAMUS AND THISBY ENTER DOOR 3, CROSS TO PLATFORM 1. 
LION, WALL, AND MOONSHINE ENTER DOOR 2, CROSS TO 
PLATFORM 2. 
PROLOGUE: 
Gentles, perchance you wonder at this show; 
But wonder on, till truth make all things plain. 
This man is 
GOES BACK TO LOOK AT SCROLL TO FIND NAME. 
Pyramus, if you would know; 
This beauteous lady Thisby is certain. 
This man, with lime and roughcast, doth present 
Wall, that vile Wall which did these lovers sunder; 
And through Wall's chink, poor souls, they are content 
To whisper. At the which let no man wonder •. 
This man, with lantern, dog, and bush of thorn, 
Presenteth Moonshine. For, if you will know, 
By moonshine did these lovers think no scorn 
To meet at Ninus 1 tomb, there, there to woo. 
LION RISES AND BOWS TO MORTALS AND AUDIENCE. 
This grisly beast (which Lion hight by name) 
The trusty Thisby, coming first by night, 
Did scare away, or rather did affright; 
And as she fled, her mantle she did fall, 
Which Lion vile with bloody mouth did stain. 
Anon comes Pyramus, sweet youth and tall, 
PYRAMUS BOWS TO AUDIENCE AND MORTALS. 
And finds his trusty Thisby's mantle slain; 
Whereat, with blade, with bloody blameful blade, 
He bravely broached his boiling bloody breast. 
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STABS HIMSELF WITH SCROLL. 
And Thisby, tarrying in mulberry shade, 
His dagger drew, and died. For all the rest, 
Let Lion, Moonshine, Wall, and lovers twain 
At large discourse while here they do remain. 
PYRAMUS EXITS DOOR 2. 
LION, MOONSHINE, AND PETER QUINCE EXIT DOOR 3. 
THISBY EXIT DOOR 2. 
THISBY AND PYRAMUS MEET IN PATH 1 AS THEY BOW TO 
MORTALS AND BUMP HEADS. 
THESEUS: 
I wonder if the lion be to speak. 
DEMETRIUS: 
No wonder, my lord. One lion may, when many asses do. 
WALL: 
In this same interlude it doth befall 
That I, one Snout by name, present a wall; 
And such a wall, as I would have you think, 
That had in it a crannied hole or chink, 
Through which the lovers, Pyramus and Thisby, 
Did whisper often, very secretly. 
This loan, this roughcast, and tns stone doth show 
That I am that same wall: the truth is so. 
And this the cranny is, right and sinister, 
TURN AND SHOW CHINK TO WHOLE AUDIENCE. 
Through which the fearful lovers are to whisper. 
THESEUS: 
Would you desire limeand hair to speak better? 
DEMETRIUS: 
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It is the wittiest partition that ever I heard discourse, 
my lord. 
PYRAMUS ENTERS DOOR 2, CROSSES TO PLATFORM 2. 
THESEUS: 
Pyramus draws near the wall. Silence! 
PYRAMUS: 
0 grim-looked night, 0 night with hue so black, 
0 night, which ever art when day is not! 
0 night, 0 night, alack, alack, alack, 
I fear my Thisby 1 s promise is forgot. 
And thou, 0 wall, 0 sweet, 0 lovely wall, 
That stand'st between her father's ground and mine, 
Thou wall, 0 wall, 0 sweet and lovely wall, 
Show me thy chink, to blink through with mine eyne. 
Show me thy chink, to blink through. 
SHOW ME THY CHINK! 
CHINK!! 
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Thanks, courteous wall. Jove shield thee well for this. 
But what see I? No Thisby do I see. 
0 wicked wall, through whom I see no bliss, 
Cursed be thy stones for thus deceiving me! 
THESEUS: 
The wall, methinks, being sensible, should curse again. 
PYRAMUS: 
No, in truth, sir, he should not. 'Deceiving me' 
is Thisby's cue. She is to enter now, and I am to 
spy her through the wall. You shall see it will fall 
pat as I told you. 
THISBY ENTERS DOOR 2, CROSSES TO PLATFORM 2, RUNNING, 
CLUTCHING A JONQUIL. RUSHES BY PYRAMUS AND HE FINISHES 
LINE BEWILDERED. 
Yonder she comes. 
THISBY: 
0 Wall, full often hast thou heard my moans 
For parting my fair Pyramus and me. 
My cherry lips have often kissed thy stones, 
Thy stones with lime and hair knit up in thee. 
PYRAMUS: 
I see a voice. 
To spy an I 
This by! 
THISBY: 
Now will .I to the chink, 
can hear my Thisby 1 s face. 
My love! thou art my love, 
(SLIGHT PAUSE.) 
I think. 
l'YRAMUS: 
Think what thou wilt, I am thy lover's grace; 
And, like Limander, am I trusty still. 
THISBY: 
And I, like Helen, till the Fates me kill. 
PYRAMUS: 
Not Shafalus to Procrus was so true. 
THISBY: 
As Shafalus to Procrus, I to you. 
PYRAMUS: 
0 kiss me through the hole of this vile wall! 
THISBY: 
I kiss the wall's hole, not your lips at all. 
PYRAMUS: 
Wilt thou at Ninny's tomb meet me straightway? 
THIS BY: 
Tide life, tide death, I come without dealy. 
PYRAMUS CROSS TO PLATFORM l, EXIT DOOR 3. 
THISBY EXITS DOOR 2. 
WALL: 
Thus have I, Wall, by part discharged so; 
An~ being done, thus Wall away doth go. 
EXITS DOOR 2. 
THESEUS: 
Now is the mural down between the two neighbors. 
DEMETRIUS: 
No remedy, my lord, when walls are so willful to 
hear without warning. 
HIPPOLYTA: 
This is the silliest stuff that ever I heard. 
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THESEUS: 
The best in this kind are but shadows; and the 
worst are no worse, if imagination amend them. 
HIPPOLYTA: 
It must be your imagination then,and not theirs. 
THESEUS: 
If we imagine no worse of them than they of themselves, 
they may pass for excellent men. Here come two noble 
beasts in, a man and a lion. 
LION ENTER DOOR 2, CROSS TO PLATFORM 2. 
MOONSHINE ENTER DOOR 3, CROSS TO PLATFORM l. 
LION: 
You, ladies, you, whose gentle hearts do fear 
The smallest monstrous mouse that creeps on floor, 
May now perchance both quake and tremble here, 
When lion rough in wildest rage doth roar. 
Then know that I as Snug the joiner am 
A lion fell, nor else no lion's dam; 
For if I should as lion come in strife 
Into this place, 'twere pity on my life. 
THESEUS: 
A very gentle beast, and of a good conscience. 
LION LIES DOWN IN KNEEL-SIT POSITION. 
DEMETRIUS: 
The very best at a beast, my lord, that e'er I saw. 
LYSANDER: 
This lion is a very fox for his valor. 
THESEUS: 
True; and a goose for his discretion. 
DEMETRIUS: 
Not so, my lord; for his valor cannot carry his 
discretion, and the fox carries the goose. 
THESEUS: 
His discretion, I am sure, cannot carry his valor; 
for the goose carries not the fox. Oh, it is well!! 
MOON: 
This lanthorn doth the horned moon present--
DEMETRIUS: 
He should have worn the horns on his head. 
THESEUS: 
He is no crescent, and his horns are invisible 
within the circumference. 
MOON: 
This lanthorn doth the horned moon present. 
Myself the man i 1 th 1 moon do seem to be. 
THESEUS: 
This is the greatest error of all 
should be put into the lanthorn. 
man i' th 1 moon? 
DEMETRIUS: 
the rest. The man 
How is it else the 
He dares not come there, for the candle; for you see 
it is already in snuff. 
HIPPOLYTA: 
I am aweary of this moon. Would he would change! 
THESEUS: 
It appears, by his small light of discretion, that he 
is in the wane; but yet, in courtesy, in all reason, 
we must stay the time. 
LYSANDER: 
Proceed, Moon. 
MOON: 
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All that I have to say is to tell you that the lanthorn 
is the moon; I, the man i 1 th 1 moon; this thornbush, 
my thornbush; and this dog, my dog. 
DEMETRIUS: 
Why, all these should be in the lanthorn, for all these 
are in the moon. But silence: here comes Thisby. 
THISBY ENTERS DOOR 3, CROSS TO PLATFORM l. 
THISBY: 
This is old Ninny's tomb. Where is my love? 
LION CROSSES TO PLATFORM l. ROARS, TEARS THISBY'S 
MANTLE. 
THISBY CROSSES TO PLATFORM 3, EXITS DOOR l, PATH 7. 
LION CROSSES TO PLATFORM 3, ROARS AGAIN, EXITS DOOR 1, 
PATH 7. 
LION: 
O! 
DEMETRIUS: 
Well roared, Lion. 
THESEUS: 
Well run, Thisby. 
HIPPOLYTA: 
Well shone, Moon. Truly, the moon shines with a 
good grace. 
THESEUS: 
Well moused, Lion. 
PYRAMUS ENTERS DOOR 3, CROSSES TO PLATFORM l. 
DEMETRIUS: 
And then came Pyramus. 
LYSANDER: 
And so the Lion vanished. 
PYRAMUS: 
Sweet moon, I thank thee for thy sunny seams; 
I thank thee, moon, for shining now so bright; 
For, by thy gracious, golden, glittering gleams. 
I trust to take of truest Thisby sight. 
But stay: 0 spite! 
But mark, poor knight, 
What dreadful dole is here? 
Eyes, do you see? 
How can it be? 
0 dainty duck, 0 dear! 
Thy mantle good, 
What, stained with blood? 
Approach, ye Furies fell! 
0 Fates, come, come, 
Cut thread and thrum, 
Quail, crush, conclude, and quell! 
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THESEUS: 
This passion, and the death of a dear friend, 
would go near to make a man look sad. 
HIPPOLYTA: 
Beshrew my heart but I pity the man. 
PYRAMUS: 
0, wherefore, Nature, didst thou lions frame? 
Since lion vile hath here deflow 1 red my dear; 
Which is--no, no!--which was the fairest dame 
That lived, that loved, that liked, that looked with 
cheer. 
Come, tears, confound, 
Out, sword, and wound 
The pap of Pyramus: 
Ay, that left pap 
Where heart doth hop. 
Thus die I, 
STABS HIMSELF THREE TIMES. 
thus, thus, thus. 
Now am I dead, 
Now am I fled, 
My soul is in the sky. 
Tongue, lose thy light, 
Moon, take thy flight. 
Moon, TAKE THY FLIGHT! 
MOON, TAKE THY FLIGHT!! 
Now die, die, die, die,die. 
LIES DOWN ON THISBY'S MANTLE. 
DEMETRIUS: 
No die, but an ace, for him! for he is but one. 
LYSANDER: 
Less than an ace, man; for he lS dead, he is nothing. 
THESEUS: 
With the help of a surgeon he might yet recover, and 
yet prove an ass. 
HIPPOLYTA: 
How chance Moonshine is gone before Thisby comes 
back and finds her lover? 
THESEUS: 
She will find him by starlight. 
THISBY ENTERS DOOR 1 1 PATH 7, CROSSES PLATFORM 3 
TO PLATFORM 1. SHE HOLDS HER SKIRT HEM UP TO HER 
BOSOM. IN PATH 3 SHE HOLDS HER INDEX FINGER TO 
LIPS FOR SILENCE. SHE TIPTOES UP STEPS OF 
PLATFORM FROM PATH 3. 
THESEUS: 
Here she comes; 
and her passion ends the play. 
HIPPOLYTA: 
Methinks she should not use a long one for such a 
Pyramus. I hope she will be brief. 
THISBY: 
Asleep, my love? 
PICKS UP RIGHT ARM OF PYRAMUS AND DROPS IT. 
What, dead, my dove? 
0 Pyramus, arise! 
PICKS UP BODY ABOVE WAIST AND CLUTCHES IT TO HER 
BOSOM. LETS GO TO TURN TO MORTALS, PYRAMUS FALLS 
BACK TO FLOOR. 
Speak, speak, Quite dumb? 
Dead, 
PICKS UP LEFT LEG, IT HANGS A MOMENT IN MID-AIR, 
THEN FALLS WITH A THUD. 
dead? A tomb 
PUT FINGERS IN PYRAMUS' EYES. 
Must cover thy sweet eyes. 
These lily lips, 
TWEAK LIPS. 
This cherry nose, 
TWEAK NOSE. 
These yellow cowslip cheeks, 
HIT CHEEKS. 
Are gone, are gone. 
Lovers, make moan. 
His eyes were green as leeks. 
0 Sisters Three, 
Come, come to me, 
With hands as pale as milk; 
Lay them in gore, 
Since you have shore 
With shears his thread of silk. 
Tongue, not a word. 
Come, trusty sword. 
PYRAMUS QUIETLY HANDS SWORD-HANDLE UP TO THISBY. 
Come, blade, my breast imbrue! 
PLACES SWORD NEATLY, CAREFULLY UNDER LEFT ARMPIT. 
And 
WAVE TO MORTALS AND AUDIENCE. 
farewell, friends, 
Thus Thisby ends. 
FALLS OVER PYRAMUS SO HE CANNOT GET UP. 
Adieu, adieu, 
RISES TO WAVE AGAIN "GOOD-BYE." 
adieu. 
THESEUS: 
Moonshine and Lion are left to bury the dead. 
DEMETRIUS: 
Ay, and Wall too. 
PYRAMUS: 
No, I assure you; the wall is down that parted their 
fathers. Will it please you to see the epilogue, 
3 1 0 
or to hear a Bergomask dance between tow of our company? 
THESEUS: 
No epilogue, I pray you; for your play needs no excuse. 
Never excuse, for when the players are all dead, there 
need none to be blamed. 
LION AND WALL ENTER DOOR 1, PATH 7, CROSS TO PLATFORM 3. 
PETER QUINCE ENTERS DOOR 2, CROSSES TO PLATFORM 2. 
MOONSHINE ENTERS DOOR 2, CROSSES TO PLATFORM 2. 
THEY ALL BOW AND CROSS TO PLATFORM 3 WHERE THEY POSE 
IN TABLEAU. 
THESEUS RISES. 
LYSANDER, HERMIA, HIPPOLYTA, DEMETRIUS, HELENA RISE. 
THESEUS: 
The iron tongue of midnight hath told twelve. 
Lovers, to bed; ttis almost fairy time. 
I fear we shall outsleep the coming morn 
As much as we this night have overwatched. 
This palpable gross play hath well beguiled 
The heavy gait of night. Sweet friends, to bed. 
A fortnight hold we this solemnity 
In nightly revels and new jollity. 
ACT III--SCENE II 
SAME 
TITANIA ENTER DOOR 3, CROSS TO PLATFORM l. 
OBERON ENTER DOOR 2, CROSS TO PLATFORM 2. 
TITANIA: 
Hand in hand, with fairy grace, 
Will we sing, and bless this place. 
OBERON: 
Now, until the break of day, 
Through this house each fairy stray. 
To the best bride-bed will we, 
Which by us mall blessed be; 
So shall all the couples three 
Ever true in loving be. 
Every fairy take his gait, 
Trip away; make no stay; 
Meet me all by break of day. 
FINALE DANCE 
CLOWNS CROSS FROM PLATFORM 3 TO PLATFORM 2 TO 
PLATFORM l, EXIT DOOR 3. 
MORTALS DESCEND STAIRS OF STAGE TO PATH l, EXIT 
DOOR 2. 
FAIRIES ENTER DOOR 3 PATHS 6 and 7, CROSS TO 
PLATFORMS l AND 2. 
ALL EXIT ACROSS PLATFORM 3 TO DOOR l, PATH 7. 
PUCK ENTERS DOOR 2, CROSS TO STAGE STEP AND SITS, 
IN BLACKOUT. 
PUCK: 
RISE. 
If we shadows have offended, 
Think but this, and all is mended--
That you have but slumb 1 red her 
While these visions did appear. 
And this weak and idle theme, 
No more yielding but a dream, 
Gentles, do not reprehend. 
If you pardon, we will mend. 
And as I am an honest Puck, 
If we have unearned luck 
Now to scape the serpents's tongue, 
We will make amends ere long; 
Else the Puckaliar call. 
3 1 2 
So, good night unto you all. 
EXTEND HANDS TO AUDIENCE. 
Give me your hands, if we be friends, 
And Robin shall restore amends. 
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The MAYPOLE DANCE from the OPENING MASQUE 
MORTALS, left (Plat. 1) FAI:RIES, right (Plat. 2) 
Music for this dance from Handel's "'L'Allegro ed Il Penseroso" 
ir--Tenor and Chorus "O.r let the merry bells ring round," 
The MAYPOLE DANCE from the OPENING MASQUE 
CLOWNS (Plat. 3) 
Music for this dance from Handel's "L'Allegro ed Il Penseroso" 
Air--Tenor and Chorus "Or let the merry bells ring round," 
HIPP: "Four nights will quickly dream away the time;" --I,1 :8 
Roberta Sencer as Hippolyta. Steven Zweigbaum as Theseus. 
(Draped Jnne~ Stage) 
"You can play no part but Pyramus; for Pyramus is a 
sweet-faced man, a proper man as one shall see in a 
summer's day, a most lovely gentlemanlike man."--I,11 :77 
Stanley Kamel 
as Tom Snout. 
Nick Bottom. 
as Snug. Earl Miller as Peter*Quince. 
David Barber as Francis Flute. Ron Di 
Koy Kelly As Robin Starveling. 
(Plat. 3) 
Charles Hunt 
Martile as 
HELENA: "I am your spaniel and Demetrius, 
The more you beat me, I will fawn on you. --II,1 :203 
Fredrick S. Roffman as Demetrius. Tiffany Hendry as Helena. 
Pascual Vaquer as Oberon. 
OBERON: "Fetch me this herb, and be thou here again 
Ere the Leviathan can swim a league."--II,1 :173 
David Figg as Puck Pascual Vauer as Oberon. 
John Hesletine,Vivian Roberts--Attendants to Oberon. 
(Pl~t. ' 3) 
OBERON: "Hast thou the flower _there? Welcome, wanderer." 
PUCK: "Ay, there it is. 
OBERON: "I pray thee give it me. 
I know a bank where the wild thyme blows ••• " 
--II, 1 :24 7 
David Figg as Puck. Pascual Vaquer as Oberon. 
Vivian Roberts,John Hesletine--Attendants to Oberon. 
(Plat. 3.) 
HERMIA: "So far be distantl and good night sweet friend." 
--II, 11 :60 
Brenda Gardner as Hermia. John ~exo as Lysander. 
"I charge thee, hence, and do not haunt me thus." 
"0, wilt thou darling leave me? Do not so. 
--II,11 :85 
Tiffany Hendry as Helena.Fredrick Roffman as Demetrius. 

"Though she be but little she is fierce." 
HERMIA: "'Little' again? nothing but 'low' and 'little'? 
Why rwill you suffer her to flout me thus? 
--III,11 :325 
Tiffany Hendry as Helena. 
Fredrick Roffman as Demetrius. 
Brenda Gardner as Hermia. 
John Wexo as Lysander. 
(Plat. 3) 
"Thou seest these lovers seek a place to fight. 
Hie therefore, Robin, overcast the nmght." 
--III,11 :354 
Figg as Puck. Pascual Vaquer as Oberon. 
(Plat. 2) 
TITANIA:"Come, sit thee down upon this flow'ry bed, 
While I thy amiable cheeks do coy, 
And stick musk-roses in thy sleek smooth head, 
and kiss thy fair large ears, my gentle joy. 
Lesli Green as Mustardseed. 
Ron Di Martile as Bottom. 
--IV, 1 : 1 
Linda Modyman as Titania. 
David Auslander as Cobweb 
OBERON: "Now, my Titania, wake you, my sweet queen." 
TITANIA:"My Oberon, what visions I have seenl" 
--IV,1 :74 
Linda Modyman as Titania. Pascual Vaquer as Oberon. 
( Pla • 1 ) 
WEDDING MA.RCH 
Presentation of Fairies' Gifts to Lovers 
---V, 1 
Wedding Muaic by Henry Purcell 
Trumpet Voluntary in D. 
FAIRY QUEEN, Act V, Symphony (30 measures) 
Linda Modyman as Titania. Pat Vaquer as Oberon. 
John Hesletine, Vivian Roberts as Attendants. 
THESEUS: ncome now, what masques, what dances shall we have," 
--V,1 :32 
John Wexo as Lysander. Brenda Gardner as Hermia. Roberta 
Hippolyta, Steyen·Zweigbaum as Theseus. Tiffany 
Helena. Fredrick Roffman as Demetrius. 
(Draped Inner Stage and Steps) 
"0, kiss me through the hole of this vile wall!" 
--V,1 :198 
Ronald DiMartile as Pyramus. 
Charles Hunt 
Dav1d , Barber as Flute. 
as Wall. 
(Plat. 2) 
"0!" 
(THE lion roars. Thisby runs off.) 
--V,1 :257 
Kelly as Moonshine.Stanley Kamel as Lion. 
David Barber as Flute. 
(Plat. 1) 
"Asleep, my love?" 
"What, dead, my dove?" --V,1 :316 
David Barber as Thisby. Ron DiMartile as Pyramus 
(Plat. 1) 
"Gentles, perchance you wonder at this show; 
But wonder on, till truth make all things plain." 
--V,1 :126 
Miller as Peter-Quince. (Plat. 1) 
"If we shadows have offended, 
Think but this, and all is manded--
That you have but slumb'red here 
While these visions did appear. 
And this weak and idle theme, 
No more yielding but a dream, 
Gentles, do not reprehend. 
If you pardon, we will mend. 
And as , I am an honest Puck, 
If we have the unearned luck 
Now to scape the serpent's tongue, 
We will make amends ere long; 
Else the Puck a liar call. 
So, good night unto you all. 
Give me your hands, if we be friends, 
And Robin shall restore amends. 
--V, 1 :412 
David Figg as Puck. 
